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PRE FACE. 



To the musical theorist, the question might arise regarding the needs of anothei 
text-book on harmony, but an examination of most works on the subject finds them 
deficient in points that would make them more acceptable as text-books for the 
class-room. 

In some, theories are presented, but it has been left for the teacher to prepare 
exercises to test the student's understanding. 

In others, a lack of classification has brought the pupil in contact with a rule 
having so many exceptions, that the necessity for it is questioned. 

Others lack exercises in constant repetition, presenting the cold fact without 
accompanying exercises to impress it upon the mind. 

This work is presented to the public, hoping that its contents have overcome 
the criticisms referred to. JSTo originality is claimed, as the contents of the work 
are drawn largely from the writings of Sir G. A. McFarren, coupled with notes and 
criticisms taken in the class-room while a j)upil at the Royal Academy of Music, 
London, Eng. 

The pupil should provide himself with a ruled slate on which to write the lesson, 
and a blank music-book in which to copy it after the corrections are made. 

The work is interleaved, 'that suggestions or remarks of the teacher may be 
noted, or better still, that in the study of other works on harmony, a comparison 
may be noted of the subject under consideration. 

Do not be satisfied with a knowledge of this work alone, but make j^ourself 
familiar with many works and theories. Strive to be rich in knowledge. A man 
gets more than the value of whatever he gives in exchange for learning. 

Experience in examinations and conversations on the subject of harmony have 
developed the fact that at least two-thirds of those who profess to have studied it 
seem to talk intelligently, but when pencil and paper are placed in their hands to 
illustrate what they seem to know, they are entirely at a loss how to proceed. 

It is urged upon any into whose hands this work may fall, that they will not 
only be '' readers of the word," but that each subject and exercise will receive the 
attention necessary to become perfectly familiar with it, and by this means a 
practical knowledge of the theory obtained. 

Asa matter of recapitulation, the student is advised on having finished the 
volume to turn back to the beginning and play each exercise from the figured bass, 
naming the root of each chord and adding the parts, giving proper progression to 
them and following out every principle under consideration. Nothing so adds to 
the treasures of the mind and increases its power as thinking. Learn to think for 
yourself. 

WILLIAM H. DANA. 

Juhj 8 til, 188 If. 
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OHAPTEB I. 

INTERVALS, 

1. An interval is the distance from one tone to another, and is reckoned upward 
on the staff, unless the contrary is expressed. 

2. An interval receives its name from the number of degrees of the staff it 
covers. 

3. A degree is a line or space of the staff. 

4. An interval may be modified by the addition of a sharp, flat, or natural. 
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As the notes do not alter their position upon the staff, but are changed in pitch by 
the added character, it is to be seen that a variety of characteristics may be given 
to an interval through such alteration. 

Intervals so changed are distinguished hj the terms 
Major ^ 

and >- Minor, Diminished, and Augmented. 
Perfect) 

5. The smallest practical interval on which harmony is based, is the semi-tone; 
on the piano or organ it would be the interval from any key to the next one above 
or below it. 

6. A semi-tone is diatonic when the notes between which it 
lies are on different degrees of the staff. 

T. A semi-tone is chromatic when the notes between which it n _^ 

lies are on the same degree of the staff, but modified by a sharp, ^^z^3£ 
flat, or natural. •^ 

8. A tone includes two semi-tones. 
Note,—^omQ authors use the terms half-step and step, instead of semi-tone and tone. 

9. A minor second is an interval con- 
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9. A minor second is an interval con- - A- — ^ -^ --^ — 

taining one semi-tone , and covers two degrees jfo izzz zzzgr '5=^ -^= 
of the staff. ^ f" 1 T 



(3) 



4 daxa's practical harmony. ,., , 

[vJtlAl'. 1, 

10. Write minor seconds above the tones in the following illustration. 
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11. A major second is an interval con- ^zzzimziT— . — —j -t ti j — r 

taining two semi-tones, and covers two ?^^i=±ifii=|?z±z^fi^^^^zEzE 
degrees of the staff. r* ' ' 

Write major seconds above the tones in the illustration, Section 10. 

12. A m2nor third is an interval con- -- ft- — r ~j ■—- ' 

taining three semi-tones, and covers three ^ izii — -zqz: :gzizzki|z:zz-^i 
degrees of the staff. ~^ t^ 1 f 

Write minor thirds above the tones in the illustration, Section 10. 

13. A major third is an interval con- n 
taining four, semi-tones, and covers three ] 
degrees of the staff. 

Write major thirds above the tones in the illustration, Section 10 

1 4. A, perfect fourth is an interval containing 
five semi-tones,. and covers four degrees of the 
staff. 
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Write perfect fourths above the tones in the illustration. Section 10. 
1 5. A perfect fifth is an interval containing seven i 
semi-tones, and covers five degrees of the staff. t 



Pile 
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Write perfect fifths above the tones in the illustration. Section 10. 
16. A minor sixth is an interval containing eight 
semi-tones, and covers six degrees of the staff. 



^-N- 
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Write minor sixths above the tones in the illustration. Section 10. 

U. A major sixth is an interval containing nine 
semi-tones, and covers six degrees of the staff. 



Mi 
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Write major sixths above the tones in the illustration, Section 10. 

18. A minor seventh is an interval containing ten 
semi-tones, and covers seven degrees of the staff. ,- 

Write minor sevenths above the tones in the illustration, Section 10. 

19. A major seventh is an interval containing 
eleven semi-tones, and covers seven degrees of the 
staff. 
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Write major sevenths above the tones in the illustration, Section 10 
;0. A perfect octave is an interval containing _c^ , ^^_V^ 



twelve semi-tones, and covers eight degrees of the 

staff. 



1^ 
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Write perfect octaves above the tones in the illustration. Section 13. 

21. There are other intervals besides those already named. Any interval 
more than perfect or major is called augmented, and those less than perfect or minor 
are called diminished. 
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22. Intervals witliin the compass of an octave are called simple intervals^ and 
are seconds, thirds, fourths, fifths, sixths, sevenths and the octave. 

23. Intervals exceeding the octave are called compound intervals, and are the 
ninth, eleventh and thirteenth. See chapter on Discords. 



24. 



^.. For ail practical purposes an interval is 

regarded as being simple, though it include one or ^i 

more octaves beyond the real notes defined by -Q^- 



I 



beyond the real notes defined by 
these numbers. The following intervals would 
each stand as the same in name. 



Major Major Major Major 
Third. Third. Third. Third. 



25. Intervals are divided into two classes — Consonant and Dissonant, 
The Consonant intervals are : 



Sixths, major and minor. 
Octaves, perfect. 

Fifths, diminished. 
Fifths, augmented. 
Sevenths, major and minor. 



Tliirds, major and minor. 
Fifths, perfect. 
Fourths, perfect. 
The Dissonant intervals arc : 

Seconds, major and minor. 
Fourths, in suspension. 
Fourths, augmented. 
20. The intervals of the ninth, eleventh and thirteenth are entirely distinct in 
treatment from the second, fourth and sixth, which are the same notes, and they 
are used in different combinations. 

27. Intervals are inverted when the lowest note becomes the highest, and the 
highest becomes the lowest. 



i 



^- 
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-Yf-- 



-j?» 



V-r 



Inverted. 



Inverted. 



The result of inversion is that 

Major intervals inverted become minor intervals. 

Minor intervals inverted become major intervals. 

Perfect intervals inverted remain perfect intervals. 

Augmented intervals ir yerted become diminished intervals. 

Diminished intervals inverted become augmented intervals. 

A second inverted becomes a seventh. 

A third '^ '' sixth. 

A fourth '' " fifth. 

A fifth " " fourth. 

A sixth '' " third. 

A seventh " " second. 

An octave " " unison. 

The number of any interval added to its inversion makes nine. By subtracting 
an interval from nine will give its inversion. 

28. In referring to the fourth, fifth and octave, the student has noticed the 
absence of the expression " major," and that the term " perfect " has been used. 

These intervals are called perfect because they cannot be increased or lessened 
by sharps and fiats without changing them from concords (Section 25) into discords, 
vv^hile the intervals of the third and sixth remain concordant under such change, and 
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the second and seventh, which are discordant, remain discords. Again, the fact 
that major intervals inverted become minor, etc. (Section 28}, Would be contradicted 
if the perfect intervals were termed major. 

29. In the following exercises name the interval between the bass and the 
part written above it. 

No. 1. 



/ itr — r "1 — ' " \—j J— i " J—tf d — \' 'w—o J — ^ ■ j~"d" d — ^ ""; — ^ "l"^" 'i — '' 'lr~w ^ — ' ""' " 
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No. 2. 



I 



:td: 



fe^fe^&^i 



-^=t= 



^—0—g. 



^ — H - — ^jgsi— ^ - 



-t--i 



tzifi&zpiSfez?; 



eS 



/2 ft. 



+Fh— #1^ 



]:=tif::r=?::t 



.^ 1- 



P— •- 



=r=r:::5: 



No. 3. 



=^; 



m^&f^-i^^ 



&. 



^~^^-&\^-?^W~^\g^-^^ ' «T^^-iT^--s'Tf^- 



^-©fP-hHF-P+i=i- 



^Jii^; 



;t 



s 



^f^^ff2_;^lH-^-^If2. 



-S>— n-^- 



g 



'isg 



#Tf2- 



-<9-f2.4- 



:^.,2fe_p: 



■P-©- 



■h— H — h— -I — h 



No. 4. 



g 



:fi5f=t 



irt:&fef- 



i_|SL_^ 






itttt 



j-o-f- 



l?=rt 



:^ss^gpi^^iis^ 



No. 5. 
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_^_^. 



_^_ 



^^-s*^r 



-^ i#- 
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:p-u 



ii 
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-i^- 



fe^lgr E^EgEJil^E E^ 



itr 



i 



9^ 
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No. 6. 
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'l^^±^=# 



- a^-^i 
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_^_^_ 



-ft-0-^- 



T^n^ 



i 
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C HAPTE R II. 

SCALES AND KEYS, 

1. A scale is a succession of notes arranged as regards their intervals according 
to an established rule. 

2. There are major, minor and chromatic? scales, and they receive their names 
from the order of tones and semi-tones. 

3. A major diatonic scale consists of eight notes, arranged in the following 
order of tones and semi-tones : 



i 
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or the following intervals from a given tone called the kej^note ; 



Keyhote. 
Major Second. 



_^__ 



Major Third. 
Perfect Fourth. 



Perfect Fifth. 



Major Sixth. 



^ 



Major Seventh. 
Perfect Octave. 



In the major scale the order of intervals is the same ascending and descending. 

4. The student will observe that the diatonic scale consists of major and 
perfect intervals. 

5. Write a major scale founded on each of the tones in the illustration, Chap. 
I, Section 10. 

6. Melody is notes in succession. Harmony is notes in combination. 



MINOn SCALES, 

1, There are two minor scales — the Harmonic (minor diatonic scale) and the 
Melodic. 

8. The Harmonic minor scale is so called because each tone of the scale can 
appear as a harmony note. (See definition of Harmony.) The Harmonic minor 
scale consists of eight notes arranged in the following order of tones and semi-tones : 

a) 
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or the following intervals from a given tone called the keynote : 



Keynote. 
Major Second. 

Minor Third. 



Perfect Fourth. 



Perfect Fifth. 



:d23t: 



Minor Sixth. 



Major Seventh. 



Perfect Octave. 



In the Harmonic minor scale the order of intervals is the same ascending and 
descending. 

9. The student will observe that the difference between the Harmonic minor 
scale and the major or Diatonic scale is in the third and sixth. 



Major. 



Minor. 



f= 
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i ^ 
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10. Write a Harmonic minor scale founded on each of the tones in the illus- 
tration, Chap. I, Section 10. 

11. The Melodic minor scale is so called because under certain conditions 
some of its tones appear only in melody (see definition of Melody) and cannot be 
used as harmony notes (see Chap, on Passing Notes). It consists of eight notes, 
arranged in the following order of tones and semi-tones, ascending and descending — 
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12. From a given tone, called the keynote, the melodic minor scale contains 
ascending the same intervals as the naajor scale with the exception of the third 
which is minor ; in descending the seventh, sixth and third are minor. 

13. Write a Melodic minor scale, ascending and descending, founded on each 
of the tones in the illustration. Chap, I, Section 10. 

14. A key is a scale arranged with reference to any one note, which is called 
the keynote, and from which ihe key is named. 
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15. The following are the harmonic names of the intervals from the keynote 
in both major and minor keys : 
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'2 


3 


4 


5 


6 


T 


8 

-I 


-+ 


¥ 
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^ 


w 






-V 



o 



16. Name the letter in each of the following exercises: as, the Tonic in the 
key of C, is C ; the Dominant in the key of G, is D ; a key is supposed to be major 
unless the contrary is stated. 

in the ke^^ of G is 

" A flat is - — 
'^ E is 



The Tonic 


in t 


u 


I>ominant 


u 


a 


Super-Tonic 


a 


a 


u- a 


a 


a 


Mediant 


a 


a 


Tonic 


a 


a 


Dominant 


a 


a 


Sub-Mediant 


a 


ii. 


Dominant 


u 


a 


Sub-Dominant 


a 


■a 


Mediant 


u 


a 


Dominant 


u 


ic 


Super-Tonic 


a 


a 


Sub-Dominant 


u 


n. 


Sub-Mediant 


ii 


u 


Leading Note 


u 


a 


Tonic 


a 


u 


Mediant 


u 


a 


Sub-Dominant 


u 


u 


Leading Note 


u 


a 


Sub-Mediant 


a 


a 


Sub-Dominant 


u 


u 


Super-Tonic 


u 


.( 


Leading Note 


u 


u 


Sub-Mediant 


ii 


a 


Tonic 


u 


u 


Leading Note 


u 


a 


Tonic 


u 


C( 


Dominant 


u 


ct 


Sub-Mediant 


u 


ii 


Mediant 


u 


a 


Dominant 


ii. 


u 


Tonic 


' ii 


u 


Mediant 


ii 


'A 


Super-Tonic 


ii 


u 


Dominant 


u 



E flat is 
Bis 



D flat is 

a is 

B flat is . 
a flat is 
D is 



C sharp is > 
D sharp is - 

a is . — . 

F is 

G flat is — 



C sharp is - 
A flat is — 

D is . 

E is 

G sharp is 
'' A flat is — 

" a is. 

'' B flat is — 
^^ E is 



a 



D flat is — 
C sharp is 
D is^ 

E flat is — 



F sharp is - 
C is. • 

F sharp is - 
D flat is — 

A is 

A sharp is 

Cis 

B is 



ii 


Leading Note 


Li 


a 


Super-Tonic 


U 


a 


Sub-Dominant 


U 


u 


Tonic 


u 


u 


Mediant 


u 


u 


Dominant 


U 


u 


Leading Note 


u 


.( 


Super-Tonic 


u 


u 


Mediant 


u 


u 


Dominant 


u 


a 


Super-Tonic 


Li 


u 


Mediant 


Li 


u 


Sub-Dominant 


Li 


u 


Dominant 


LL 


iL 


Sub-Mediant 


LL 


a 


Leading Note 


LL 


a 


Sub-Mediant 


LL 


u 


Dominant 


LL 


u 


Sub-Dominant 


LL 


it 


Mediant 


LL 


li 


Super-Tonic 


LL 


u 


Tonic 


LL 


a 


Super-Tonic 


LL 


a 


Mediant 


LL 


a 


Sub-Dominant 


LL 


u 


Dominant 


LL 


u 


Sub-Mediant 


LL 


u 


Leading Note 


LL 


ii 


Sub-Mediant 


U 


u 


Dominant 


LL 


u 


Sub-Dominant 


LL 


i( 


Mediant 


LL 


ik 


Super-Tonic 


LL 


u 


Tonic 


Li. 


u 


Super-Tonic 


U 


(( 


Mediant 


LL 


u 


Sub-Dominant 


LL 


u 


Dominant 


LL 


li 


Sub-Mediant 


LL 


a 


Leading Note 


LL 


a 


Sub-Mediant 


U 


(£ 


Dominant 


LL 


u 


Sub-Dominant 


LL 


(( 


Mediant 


LL 


<i 


Super-Tonic 


LL 


u 


Tonic 


LL 


a 


Super-Tonic 


LL 


u 


Mediant 


LL 
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The Sub-Mediant in the key of E flat is — 

" D sharp is 

" D flat is — 

^' C is 

" E is 

^^ F is 

" G- sharp is - 

'' F is . 

" G is 

^' C is 

" E is 

" F sharp is - 

" G is . 

" A flat is — 

" A is 

" F is 

" B is 

" D is 
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'' E flat is — 

'' G sharp is 

" D flat is — 

" G sharp is 

" E is 

" D is 

" G flat is — 

" B is . 



C sharp is 

A is 

E flat is — 



C sharp is 

D is 

E flat is — 



G sharp is 

A is . • 

B flat is — 
D is 



E flat is . 



" F sliarp is - 

'' B flat is — 

" G is . 

'' A is 

" G sharp is 

" F is 



D flat is 
A flat is 
Bis 



G flat is 

F is^ 

E is. 
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UA.n 


i-A. k: 


n. 


The Tonic in t] 




a 


Super-Tonic 


a 




u 


Mediant 


u 




u 


Sub-Dominant 


Li 




u 


Dominant 


u 




a 


Mediant 


a 




a 


Leading Note 


a 




a 


Sub-Mediant 


u 




u 


Dominant 


u 




u 


Sub-Dominant 


u 




u 


Mediant 


ii 




(( 


Super-Tonic 


a 




<( 


Tonic 


u 




(i 


Super-Tonic 


a 




u 


Mediant 


u 




a 


Sub-Dominant 


a 




u 


Dominant 


a 




u 


Sub-Mediant 


u 




u 


Leading Note 


u 




i6 


Sub-Mediant 


u 




u 


Dominant 


u 




4( 


Sub-Dominant 


a 




U 


Mediant 


a 




U 


Super-Tonic 


u 




U 


Tonic 


u 




u 


Super-Tonic 


a 




u 


Mediant 


a 




a 


Sub-Dominant 


u 




(4 


Dominant 


i( 




a 


Sub-Mediant 


a 




a 


Leading Note 


a 




u 


Sub-Mediant 


u 




u 


Dominant 


u 




a 


Sub-Dominant 


u 




u 


Mediant 


u 




a 


Super-Tonic 


a 




u 


Tonic 


u 




a 


Super-Tonic 


u 




u 


Mediant 


a 




u 


Sub-Dominant 


(£ 




u 


Dominant 


a 




a 


Sub-Mediant 


u 




a 


Leading Note 


u 




u 


Sub-Mediant 


ii 




a 


Dominant 


u 




a 


Sub-Dominant 


a 




a 


Mediant 


u 




a 


Super-Tonic 


a 




a 


Tonic 


u 
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in the Harmonic minor key of G is ^ • 






D flat is . 
E is . 



a u u 

u a a 

u u u 



F sharp is 
A flat is — 

Bis 

Cis. . 

C sharp is ■ 
Dis . 



" " " E flat is . 
" " " Gis 



a 


a 


u 


u 


u 


i« 


a 


u 


u 


a 


a 


u 


.a 


a 


u 


u 


a 


a 


u 


a 


u 


u 


u 


(^ 


li 


u 


a 


u 


a 


a 


a 


u 


u 


u 


a 


a 


a 


a 


u 


u 


u 


a 


a 


u 


u 


u 


a 


u 



u 


u 


a 


a 


u 


u 



A is 

D sharp is 

Fis 

G sharp is - 
B flat is — 

D is 

E is 

G flat is — 

Fis 

Gis 

E is 



F sharp is 
A flat is — 
E flat is — 

Dis 

C sharp is ■ 

Cis 

Dis 

Gis 

B flat is — 

A is ■ 

F is 



G flat is ^- 
E flat is — 
G sharp is ■ 

F is 

Gis 

Bis 

Dis 

Bis . 

F sharp is • 

Gis 

B flat is — 
E is 



A flat is 

A is 

Gis- 

C is 
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The Mediant 
" Sub-Dominant 
" . Dominant 
" . Sub-Mediant 
" Leading Note 
" Sub-Mediant 
'- Dominant 
" Sub-Dominant 
" Mediant 
" Super-Tonic 
" Tonic 
" Leading Note 
" Mediant 
" Super-Tonic 
" Mediant 
*' Sub-Dominant 



in the Harmonic minor key of C is 

u u u ' u ^ ig 



G flat is . 
A. flat is 

Eis 

D is 

A is — — 

Gis 

D is 



u 
u 



u 



G sharp is • 

B is 

F sharp is ■ 

D is 

Bis 

Gis 

E flat is — 



18. The Chromatic scale consists of twelve notes, and contains the same order 
of intervals in both major and minor keys. The arrangement with reference to the 
keynote is as definite as that of the major and minor scales. Its order of intervals 
from a given tone called the keynote, is as follows : 



-&-_ ] 1 ^H— ^-+ 


-p 


JL -, . 1 L 1 


U J 


h^ 


M^ 


m 




fm 1 , ! , 1 ! 


J^J - 


-A^ 


H^ 


-y^ 


n 






V> 1 \\ 


u J 


Yt^ 


rlW 


# 


jj* 






n 










Keynote. 
Minor Second. 


^^ 




^* 




fr^ 
















Major Second. 
Minor Third. 






Major Third. 






Perfect Fourth. 






Augmented Fourth. 






Perfect Fifth. 






Minor Sixth. 






Major Sixth. 




Minor Seventh. 








Major Seventh. 








Perfect Octave. 







Every interval that can be major or minor is so, and the 4th is the only perfect 
interval that is changed. 

Whatever difference of opinion occurs in the notation of the chromatic scale, 
all writers agree in writing the augmented 4th (not the diminished 6th) and the 
minor Tth from the keynote (not the augmented 6th). 

19. Write chromatic scales, taking each of the tones as a keynote found ii^ 
the illustration, Chap. I, Section 10. 
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CHAPTER III. 



CHORDS. 

1. A common chord is a bass note (1st letter or root) with its major or minor 
third, and perfect fifth, 

2. Chords receive their modifying terms, major and minor, from the third of 
the chord ; and augmented and diminished from the fifth of the chord. 

3. A major common chord is one consisting of a root, major third, and 
perfect fifth. 

4. A minor common chord is one consisting of a root, minor third, and 
perfect fifth. 

5. A diminished chord is one consisting of a root, minor third, and diminished 
fifth. (See chap, on the Dominant 1th.) 

6. An augmented chord is one consisting of a Toot, major third, and aug- 
mented fifth. 

t. The letters in the chord of A major are - ■ ' 

" B flat major are •■■ - ■ , 



u 
ii 
u 



a 



u 

U 
ii, 



ii 
ii 
ii 
ii 
ii 
ii 
ii 
ii 
ii 
ii 
ii 
ii 

a 
a 



G sharp major are -^ 
C major are ■ ^- ~''-< r 
A flat major are -^^-^ 
B major are . • ' ' -V-' 
C sharp major are^ 

D major are ■ . 

E flat major are 

Gr major are 



D flat^major are — 
G flat major are — 
D sharp major are 

E major are 

F major are • • 

F sharp major are - 
The letters in the chord of A minor are 



u 
i(. 
u 
ii, 
Ii 
ii 
ii 
a 
(( 
u 
ii~ 



ii 
a 
ii 
a 
a 
u 
a 
a 
a 
il> 



a 
u 
a 
ii 
a 
a 



a 



B " /' 

P '' " 

E " " . . 

G " " . 

p u u 

C sharp minor are 

F " " 

G '' " 

D a 'ii 

E " , " 

B *' " 



(13) 
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dana's practical harmony. 

The letters in the chord of A sharp minor are 

" " ''J) flat " '' ■ 

u a a Q. a u u 

it u u Q a u u 

a a " B " " " 

u u «t J] a u tt 

a u " j^ u a a 

tt a <i J^ " t4 " 

The letters in the diminished chord on A are — 



[Chap. IH 



u 

u 

u 



a 

u 

u 

4i 



u 

u 

<( 

u 
(i 
a 
u 
u 
a 
u 
u 

u 



a 
a 
a 
u 
u 
a 
a 
a 
u 

a 
u 
a 

u 
a 



4C 

u 
u 
a 
a 



u 
a 
a 
u 
u- 
a 
u 



u 
u 









augmented 



u 
u 
u 
u 
u 
u 
u 
il 
u 
ii 
u 

(4 
44 

44 



D " 

G- " 

C ^' 

E i' 

B " 

E " . 

C sharp are -■ 

D " " - 

A '' " - 

a " " - 

c ^' " - 

Jl 44 44 . 

B " " - 

E " " - 

A flat " - 

33 44 44 . 

44 Q U 44 . 

44 Q " " . 

U ^ U 44 ^ 

U E " " • 

" C are 

" E " ■ 

" B " 

" E " 

" A " 

" D " 

" a " — 

" A sharp are 



44 
44 
44 
44 
44 
44 
44 
44 



44 


D " 


44 


G " 


44 


C " 


44 


F " 


44 


B " 


44 


E " 


44 


Cflat 


44 


B " 


44 


E " 


44 


A " 


44 


D " 


44 


G " 
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8. The following are the tones and order of intervals in a major diatonic 
scale : 



If each one of the notes in this scalers taken as the root of a chord, and to it are 
added notes taken from the scale standing at the intervals of a third and fifth, the 
following will be the result : 

^ ! ! z: -s #- 



-^ ^- 



g 



g n 



•5? -^ B 

n ^ n 






The above illustration has developed 

Three major chords — the Tonic, Sub-Dominant and Dominant. 
Three minor chords — the Super-Tonic, Mediant and Sub-Mediant. 
One diminished chord — the Leading Note. 
9. The following are the intervals in the Harmonic minor scale : 



1^ 



:^ 



E^Efe^ 



If each one of the notes in this scale is taken as the root of a chord, and to it the 
intervals of a third and fifth are added from the notes in the scale, the following 
will be the result : 



i 



3=3=31=3=?^^ 



a 



a 



a 



The above illustration has developed 

Two minor chords — the Tonic and Sub-Dominant. 

Two major chords — the Dominaht and Sub-Mediant. 

Two diminished chords — the Super-Tonic and Leading Note. 

One augmented chord — the Mediant. 

10. Chords built upon the intervals of the scale are named from them. A 
chord built upon the first tone of a scale (the Tonic) is called ^^ The chord of the 
Tonic;" on the Dominant, '' The chord of the Dominant." 

11. In reading the following exercises state whether the chord is major, minor, 
diminished or augmented, as : The chord of the Tonic in the key of G is the chord 
of G major^ 

The chord of the Sub-Dominant in the key of C is 



Mediant 


a 


u J) a 


Sub-Dominant 


u 


a ji u 


Dominant 


u 


U J^U 


Sub-Mediant 


a 


'' G " 


Leading Note 


a 


U J^ u 


Tonic 


u 


a J3 u 
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The chord of the Leading Note in the key of 






u 
u 

u 



u 
u 
u 
u 
u 
u 
u 
a 






u 



u 
ii 



Sub-Mediant 

Dominant 

Sub-Dominant 

Mediant 

Super-Tonic 

Tonic 

Super-Tonic 

Mediant 

Sub-Dominant 

Dominant 

Mediant 

Leading Note 

Tonic 

Leading Note 

Sub-Mediant 

Dominant 

Sub-Dominant 

Mediant 

Super-Tonic 

Tonic 

Super-Tonic 

Mediant 

Sub-Dominant 

Dominant 

Sub-Mediant 

Super-Tonic 

Leading Note 

Sub-Dominant 

Mediant 

Dominant 

Leading Note 

Super-Tonic 

Dominant 

Mediant 

Leading Note 

Super-Tonic 

Sub-Mediant 

Tonic 

Sub-Mediant 

Tonic 

Dominant 

Super-Tonic 

Mediant 

Dominant 

Sub-Mediant 

Leading Note 

Sub-Mediant 

Dominant 









u 



Dis 

B ^' - — 

E " 

B '' • 

a " — • 
c " — 

B " 

D " 

F " - . 

A" 

■ C '' 

E " 

G" . 

D" 

^ " . 

A" 

D " 

G " . 

E '' 

A" 

a " — 

E " 

B '■' . . 

D " 

a." — 

D "• 

j^ " 

C " 

E " ■ • 

A". 

^ 'i 

E^- 

B " . 

B " 

C " 

B " 

G" 

C " . 

A " 

Y " 

G sharp minor is 

C 

F 

G 

F 

C 

G 

F 

G 



i6 

a 
a 
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The chord of the Sub-Dominant in the key of C sharp minor is 

a p 

'' a 

, " c 

" a 

" c 

'' c 

" a 

" 

" a 

" D flat minor is 



u 
a 
u 



a 


Mediant 


c; 


Super-Tonic 


U 


Tonic 


u 


Super-Tonic 


a 


Mediant 


u 


Sub-Dominant 


u . 


Leading Note 


u 


Sub-Mediant 


a 


Super-Tonic 


u 


Leading Note 


u 


Sub-Dominant 


a 


Tonic 


a 


Tonic 


u 


Super-Tonic 


u 


Mediant 


a 


Sub-Dominant 


u 


Dominant' 


a 


Sub-Mediant 


u 


Leading Note 


u 


Tonic 


u 


Leading Note 


u 


Sub-Mediant 


u 


Dominant 


u 


Sub-Dominant 


u 


Mediant 


u 


Super-Tonic 


u 


Tonic 


a 


Super-Tonic 


u 


Mediant 


(( 


Sub-Dominant 


u 


Dominant 


(i 


Sub-Mediant 


u 


Mediant 


u 


Mediant 


a 


Leading Note 


u 


Sub-Mediant 


a 


Super-Tonic 


u 


Sub-Dominant 


(( 


Dominant 



A 

B 

E 

D 

A 

B 

E 

A 

B 

E 

D 

B 

E 

A 

D 

E 

B 

A 

E 

D 

A 

E 

D 

B 

A 

B 






12. Asa common chord is composed of three letters (1st, 3d, and 5th), under 
certain conditions any one of them may become the bass note to the chord. 



i 



^- 



ifl: 



_^_.__j. 



^^ 



First. 



Third. Fifth. 



lirst. Third. Fifth. 
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13. When the first letter of a chord is the bass note, the chord is in the direct 
form, or direct. 



i 



§h 



First. First. First. 

14, When the third letter of a chord is the bass note, the chord is in the j^rs^ 
inversion. 




Thiird. Third. Third. 



15. When the fifth letter of a chord is the bass note, the chord is in the second 



inversion. 



i 



m 



Fifth. . Fifth. Fifth. 



16. A system of figuring is used to indicate the inversions of a chord. A 
chord is in the first inversion when tiie fio^ure 6 stands under or over a bass note. 



§:; 



^ 



A chord is in the second inversion when the figures | stand under or over a bass 
note. 



C\' 


\ 


m 






* J. 




^ 


« 














6 
4 


6 
4 


6 
4 





The absence of figures, s or an}^ combination of these figures, indicates the direct 

8 

form of a chord. 



3 3 3 

8 

Name the chords and inversions in the following exercise : 



:?«=f= 



X 



it 



_j_.^_ 



-Jtztrtftt 



6 6 



^ h— fti 1 P- 1 J — ^- 



ikfc^ 



6 6 
4 
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' 17. Position is that part of the study of chords that relates to the highest 
letter that appears in a chord. 

There are three positions of a common chord, founded on the three letters 
that compose it. 

18. A chord is in the first position when tlie first letter of the chord is the 
highest note. 



First. First. 



i 



First. 





\l- 



A chord is in the second position when the third letter of the chord is the highest 
note. 

Third. Third. Third. 



i 



^ 



A chord is in the third position when the fifth letter of the chord is the highest 
note. 

Fifth. Fifth. Fifth. 



i 



m 



m 



19. When a sharp, flat or natural stands alone, under or over a bass note, the 
third from the bass note should be made sharp, flat or natural. 



§h 



* 



^ # t? 

When a sharp, flat or natural stands beside a figure, under or over a bass note, it 
shows that the letter the distance of the interval denoted by the figure is sharp, flat 
or natural. 



fe7 



tie 



#6 



fl6 

^1 



«l 



CHAPTER IV. 

PB0QBE88I0N' OF PARTS, 

A part in harmony is a succession of notes that may be performed by one 
voice, or by an instrument capable of sounding but one note at a time. 
1. A part should not proceed by an augmented interval. 



i 



A part may proceed by a diminished interval, but it must immediately return to 
some note within the interval, and not proceed in the same direction. 



1^1^ 



V. A" 






* 



After the leap of an interval larger than a 5th, it is recommended to return to some 
note within the leap. 

I * 



i 



^^- 






:■:]= 



, 2. By motion is meant the changing of pitch of a voice or instrument — the 
movement of tones up and down the staff in a part, is said to be its motion. 
When two parts rise or descend together, they are said to proceed by similar 
motion. 



i 



^- 



4, 



-0 — ^- 



I I 



T 



jj__„jj_ 



=f=J— 



I 



-^—v 



When one part rises and the other descends, they are said to proceed by contrary 
motion. 



i 



ZilZUtL 



♦• P 



^- 



-*i-* 



I I 



'■f=r=i- 



i i 



^^^ 

U 



11 



J J im 



^ ^-»-f-f- 



When one part remains stationary, retaining or repeating the note, and the other 
moves, they are said to proceed in oblique motion. 



i 



— — ^ — ^- 

-0: 0- 



-d — •- 



w 



1 I 



(20) 
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i 



^ 



=^:^^^ 



^-^ 



I 

i 

Except fifths in the extreme parts by contrary or similar motion between the Tonic 
and Dominant, and between the Tonic and Sub-Dominant. 



4^—s^ 






^=1=?. 



-H 



r^ III 15 

No two parts may proceed in octaves with each other. 




Except octaves, in the extreme parts proceeding by contrary motion between Tonic 
and Dominant and between Tonic and Sub-Dominant. 






f^^4 



^ $^m 



No two parts may proceed in unisons with each other. 



T-^^ 



i 



I 

I^ote. — The student will observe that the bad progressions in fifths, octaves and unisons, 
must be between the same parts, A fifth between bass and alto followed by a fifth between tenor 
and soprano would not be incorrect. 

4. Outer voices are those that sing the highest and lowest parts ; as bass and 
soprano in a quartette for mixed voices. They are the highest and lowest parts 
whether the composition be a duet, trio or quartette. 

5. Outer voices may not proceed by similar motion to a perfect fifth from 
another interval. 

I 



fez= ^^j ; 



^ 



Except the 5th of the Dominant approached from the harmony of the Tonic, and 
the 6th of the Tonic approached from the harmony of the Sub-Dominant ; provided 
in both cases the top part move a 2d. 



i^iE 1^ 
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And except the same chord in moving to its different positions. 



i 



6. Outer voices may not proceed by similar motion to an octave. 



i 



;-^_ 



>^: 



1^ 



^-^ 



7>^ 



Except the octave of the keynote if approached from the harmony of the Dominant, 
and the octave of the Sub-Dominant if approached from the harmony of the keynote ; 
provided in both cases the top part move a 2d, and such octave is the root of a 
chord. 



i 



r^^- 



V^^= 



T 



-j^- 



T. Outer voices may not proceed by similar motion to a unison. 



i 



^-- 



8. No part may proceed in fourths with the bass, except when the second 
fourth is a portion of a fundamental discord. 



U 



%^ 



6 4 
4 2 



The progression of fourths between two upper parts against a moving bass is not 
objected to. 



1 -j J;- Of^ r 



9. In harmony of two parts a 3d may not be followed by a 5th when both 
parts move a 2d. The bad effect ceases when a third part is added. 



i 



ri^az 



10. The Leading Note must rise. There is no restriction as to the interval by 
which it must rise, except in a full close (Chap. YI, Section 6), when the Leading 
Note must rise to the keynote. 
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EXCEPTIONS, 



Except when the bass descends by degrees from the keynote to the 6th of the 
key when the Leading Note may bear the first inversion of a concord. 



1^ 






Except when all the parts proceed by degrees in a succession of first inversions. 

•i J I 



i 



i=^ 



i?=ir 



l^^l 



Except in changing from one to another position or inversion of the same chord. 



i 



-» » m- 



3^ 



rn- 



11. As a passing note the Leading Note is free to rise or to fall. 



i 



-# — ^- 



r 



12. As a suspension (Chap. XII, Sec. 2) the Leading Note falls in its 
resolution. 



as 



§1: 



I 



4 3 



13. As a diatonic seventh (Chap. XIV, Sec. 15) the Leading Note descends. 



:fi 



m 



14. The Leading Note should not be doubled (appear twice in the same 
chord). 



24 



dana's practical harmony. 



[Chap. IV. 



15. When a bass note is the major third of a chord, it may not be doubled, 
except the parts move in contrary motion, and the thirds are approached and left 
by the step of a 2d. 



i 



* 



Illustrations are given where the Leading Note is doubled under the preceding 
exception to the doubling of a major third. 



16. The chord of the Super-Tonic may not be followed by the chord of the 
Tonic, except when both chords are in the first inversion, and when the chord of 
the Tonic is in the second inversion. 



3^ 



I J. 



M 



m 



17. The progressions, chord of the Dominant in the direct form, followed by 
the chord of the Sub-Dominant in the direct form, should be used sparingly ; also 
the second inversion of the Tonic followed by the direct form of the Sub-Dominant. 



m^ 



18. Xo two notes next to each other in ajpl^^^jbej^ipal order may proceed by 
oblique motion to an octave or unison. 



REMARKS. 



REMARKS. 



CHAPTER V. 



1. In a previous chapter the idea was advanced that under certain conditions 
the direct form and inversions of the common chords in a major key could be used. 

2. There are five common chords in the direct form in a major key that are 
practical : Tonic, Super-Tonic, Dominant, Sub-Dominant, and Sub-Mediant. 



^^.^ 



3. The chord on the Leading Note is a diminished chord, 
and therefore a discord. 



i 



4. The common chord on the Mediant is so unsatisfactory in its relation to 
the other chords of the scale, that it is classed among the discords. It is not a 
discord in its construction, but in its association, or rather relationship. 

5. The chords on the Leading Note and Mediant are only discordant when the 
5th is between the bass and an upper part. These chords are no longer discordant 
when the interval of the 5th is changed from the bass and an upper part. Both of 
these chords can then be used in their j^rs^ inversion. 



i 



i^M^m^m 



6 6 

6. Every note in a major scale can appear as the first inversion of a concord. 



1. There are but three notes in a major key on which a second inversion can 
be made : Tonic, Super-Tonic, and Dominant. 



8. The following diagram will give the direct form and inversions on the notes 
of a major scale. 
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mi 



4 I 



That is, the 

Chord of the Tonic 



can be used in the direct form, 1st and 2d inversions. 



Super-Tonic 

Mediant 

Sub-Dominant 

Dominant 

Sub-Mediant 

Leading Note 



direct form and 1st inversion. 
1st inversion only, 
direct form, 1st and 2d inversions, 
direct form, 1st and 2d inversions, 
direct form and 1st inversion. 
1st inversion only. 



9. The second inversion of a chord can not be approached by leap from the 
inversion of another chord, but may hy the step of a second from the inversion of 
another chord. 



10. It may be approached by leap from an inversion of the same chord. 



^m 



11. Also by leap or step of a second from the direct form of another, or the 
same chord. 



1=1 



12. A second inversion must be followed by some other chord on the same 
bass note, or else by some chord on the note next above or below it, diatonic or 
chromatic. 



§h 



1^=^' 



d^>. 



f--j=p 



13. So long a^ the harmony of a second inversion continues, the bass note 
may proceed to another letter of the chord, or proceed by a succession of passing 
notes to it, provided when the harmony changes to a chord having another root, the 
bass return to the note that was the second inversion, or to the note next above or 
below it, whichever it might have taken had there been no digression. 
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(i 



-Sh 



mm 



EE?= 



-^-^ 



3^— d- 



_^/p_ 



~«:i^— 



>-•- 



-^-^- 



14. A second inversion, if followed by a chord on the 3Tzi^~~^^^3 
same bass note, must appear on a more strongly accented izzi~izzirzzzzzizz± 
part of the measure than the chord which follows it. 4 3 

15. If the second inversion has been preceded by another chord on the same 
bass note, it may be taken at any part of the measure. 



B :- — P— .g — ^ — ^ — ,^- 



16. If the second inversion is followed by a chord upon the bass note next 
above or below, it may be taken at any part of the measure. 



§- 



-^^rfit: 



p — ^- 



_p — ^ — ^- 



E^=z^zzzt 



1 Y. There is the sino^le case in which one second inversion 



may follow another : The second inversion of the chord of the 2£zzzzztizzz£ 
Dominant, followed by the second inversion of the chord of I ^ 

the Sub-Dominant. ^ * 

18. Exemplify the principles in this chapter by figuring the following : 

■No. 1. 



H 



#=^ 



^L_^- 



^— ^ 



I 



P— ^ 



tt^ 



^— ^ 



No. 2. 



T^— ^T 



^Egsi^;fegfe£g 



(2-..^_ 



Wo. 3. 



^ZH^JIZ?. 



I^ 



-gh-^ 



.<9---(2_ 



-<9_|ffi_ 



Wo. 4. 



6 
3 



iS 



-5> fSL 



-<S (^ 



fcz^r.^tr£ 



-19 P- 



^-- 



Wo. 5. 



■tfi 



mi 



-J — I — 1 I 1 



-0-~j^_0- 



±±jtL 



±-JzX±±^ 



-h-— ^-^-h-^ 



^-\-4- 



^- — t 





Wo. 6. 
































B 


-B- 


o* i 


" "T" "1 *-r 






^ 


f^ 




1 - 




•^7. -! 











# _ 






r 


« 


;;5 


^ 


f ■ 1 


->' 


& 




•^ i 1 1 ^ i 




^ 1 1 


"^ r 


1 I 1 


.-• _r . 


1 1 1, , L , 




' ! 


' 


9 
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19. Harmony has a richer, fuller effect when the parts 'stand at nearly equal 
distances from one another. If there is a separation between any two parts, let it 
be between the bass and the part next above it^ 

, 20. Let the upper parts skip as little as possible, and where a note is common 
to two or niore chords, retain it in the same part. 




21. When several first inversions occur in succession, it is expedient to place 
the first letter of the chord in the upper part, and thus avoid consecutive fifths 
which would occur if the fifth letter of the chord was in the upper part. 



i 



i= 



_i ft. 



5zziz»zii=t 



i^zzzr^L 



not 




22. When two chords in the direct form move a second, it is expedient to have 
the fifth and octave of the first chord move in contrary motion to the bass. 



^— J- 



ii^^^z 



^- 






* 

.23. A lower part should not proceed to a higher note in one chord than the 
note assigned to a higher part in the previous chord, nor should a higher part proceed 
to a lower note in one chord than that assigned to a lower part in the previous chord. 



1^^ 



* * 



§h 



i 



i 1 



i 



^*. Also in. ordinary choral writing a lower part should not be given a note 
higher than a note in the part above it in the same chord. 



24. 



—m — 



ii^ 
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25. In the following exercises add an alto and tenor. 
No. 1. 



I-^^-^ 




-jr 


1 — 


— It-H- 


j 


— 1- 


/2"'»^ 


~P 


-d- 


ipi^ 


1 


^ 


~P'?~ 


1 — h 


— 1--^ 


h 


1- 


-^"r-^A 


— 1— p 




1 


-^ 






-1©- 


— ^- 




-1 — 

— h 
— 1- 


p— 1- 


_^1 — 
— \'r? 




-1 — 

L| 


_i — 1 


1 h- 


It- 


h 


:^ 


4-r ^- 

-L. .-I 1 

1 r2 ^ 




(7-V^ 


Li — 




fi 




r 


Ldi 








-^i- 


-i — 






lit?: 








6 ii 


::^J: 



No. 2. 



|!eS 



I 



:?z:^ 



^- -p- p si— g>- 



:^iz^ 



i^-:^ 



- g— >g- [-g;- 



±:-=t 



- g— g^ 



=3t?E 



■©-Fh i-Fg <g r<g — zrf^ — rrr^ ^• 



:^—^ 



p—^^& — ^-F^^^^ — F-^ I g F 



-1 1 1 1; 



No. 3. 



■Sz-^i^zdzid 






i 



^ -jg— p -p^-5^-g- 



1±±:^±fc?::^"^:ei^; 



:£=^: 



•1— L| Uf 



-©-5J-<9- 



PI 






;3_E3 



:?t??: 



- si--^ 



-SH-^I— ^-^fH — ^-[g — rf6 >- 



g-s^i 



■&-^- 






-(2^<&- 



£: itzz^ - si g - si si - g— ig- -j — r- i ^ g Q_ i^ 



:stz^:^ 



Hfe^^ife 



rj-it 



- gi-g- 



:s'-g: 



:5L-i^ 



6 6 



No. 4. 

#ip — -^ — ■^— T — i — i , — ^-1 


— I — ^ — d^ — ^~r — ;^~^- — ^— ^^ — 




- - ' ^ ^ » © i • f^" i ' 

si 1 - -1 ... 


;>?^jj:g — r_ -1 — ! — -_p — 6^.. -cL_^.__ 

6 6' 6 


6 6' 6 \ ' 



i 



_f2 ^. 



.^_-._^_ 



:/2 — /2_: :_^ — ,5__±__n; 



1^^ 



^=:lzi^7 



3^ 



§4% 



:?s=5= 



:p=:^=^ir^ 



:J=* 



;ii^l 



-si — s>— i— g- 



,^ S^- 



No. 5. 



i 



:Er:£ 



■^iin-j;^^ 



-(2 — s^ 



- ^— c^ 



-^ — -#- 



#_J._|2 (5- 



-t-±-r 



:#— r-# ^ \- 



I^^e^^^^I=^zeI 



ite 



?2=^ 



s 



_^_^. 



3fc:fci±; 



6 6 
4 



6 6 
4 - 3 



6 5 
4 3 



l^sn 



EJS:-^}--^^ 



-d -*^- 



ICZlIf 



-P-hS- 



-^^i 



S te^Sig g 



+-— P- 



:t:i=^ 



-^— p- 



gi 



~6 5 
4 3 



CHAPTEK YI. 



COMPASS OF PARTS, 



1. In choral writing for four voices the following may be considered the 
average compass of the parts. 



T^ 



Tenor. — 



§h 



Alto. 



Treble. 



2. Before proceeding farther the student should make himself perfectly 
familiar with every principle in Chapters lY and Y. 

3. Add a Treble, Alto and Tenor to the following figured basses, etc. : 

'No, 1. 



g!EE3E 



-s ^- 



:t: 



^ 



6 5 

4 3 



ISTo. 2. 



Plfe= 



-^ ^ 



-^—^- 



zt-tzzMi 



6 6 65 

43 



65 6 

43 






iiife^i^e^ 



-^ gH 



-w • 



i^ 



-^ ^- 



6 5 6 

4 3 



No. 3. 



11^ 



6 65 65 
4 43 43 



-#-r-^- 



6 6 6 5 
4 4 3 



65 
43 



6 65 
43 



No. 4. 



i!fe3= 



:pz::zuzz=;=:t:::it=tzzz4 



6 65 
43 



6 5 6 
43 



6 5 
4 3 



No. 5. 



5^* — ^-^ 



:^=:r 



^— ^ 



#— ^ 



it:?; 



iggiliSI^B 



6 6 

4 



6 6 
4 



ITo. 6. 


~»-f—^-^- 


-J--H 


=J:,_ 


-i-'-f'-F 




-,-f- 


-i. rf--rT- 


=--r- 


-*T r 

1 ■ ^ 


S^F^^ii^^: 


— --■' 1 


-■■J- 




-h'-r^:^ 


Pt , :.t 




**. Cc t~ 




_!_- -g; 



6 6 

4 



Ho. 7. 



-j^-—0- 



(30) 



ztzizdz 
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n^ 



q_^_ 



It 



Hq--r=s= 



=?£i^ 



6 6 



Ko. 9. 



SS 



;i^ 



EE 



ISTo. 10. 



iffls 



-I ^^ h— SH 



6 65 

43 



CADENCE OR CLOSE, 



4. The end of a musical phrase is called a cadence or close, and the term is 
generally applied to the last two chords of the phrase. The principal closes are 
the Full close, Half close, Plagal close and Interrupted close. 

5. A full close is where the chord of the Tonic in its direct form, is preceded 
by the harmony of the Dominant. 



i 



^-- 



^ -^ 



W^m 



6, A half close is where the final chord is the Dominant in the direct form. 

-__] 1 1_ 



m 



i?-_f-_^_ 



4L 



T. A plagal close is where the chord of the Tonic in its direct form, is preceded 
by the chord of the Sub-Dominant, which is either major or minor. 

A- 



E^^3^; 



•E=^l- 



4 4 

8. An interrupted close is where the harmony of the Dominant is followed by 
a chord other than the chord of the keynote. 



1 



-.—4- 



^^ 



^ 



#6 
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[Chap. TI 



9. Write Full 

" Half 

" Plagal " " 

" Interrupted " " 

10. Most of America's composers are writers of church music (chorals), and 
their writing of other styles of composition has been reached through their knowl- 
edge acquired in writing the simpler forms of church service. The same course 
will be pursued throughout this work, and as theoretical knowledge is acquired, it 
will be made practical in writing chorals, and the more elaborate forms of vocal 
writings. 

11. Where music is wedded to words one principle controls the union, and 
that is accent. Accented words or syllables must fall on accented parts of a measure. 

12. Measure is the rhythmical division of melody, and what is termed " time " 
is the inner division of measure. 

13. A measure may be divided into two units as its contents, the accent 
coming on the first unit, and the time is indicated by the figures i, |, |. 



Sziri-:^- 



1= 



iN— d^- 



--8-- 



Also three units in a measure, the accent coming on the first unit, and the time 
being indicated by the figures i? I? I- 



±1 



:1=1= 



Jt 



-^ — h 



And four units in a measure, the accent coming on the first and third units, the 
time being indicated by the figures |, |, |. 



-■4-- 






ifc 



14. Compound time is the placing in one measure, two, three or four measures 
of three units in a measure, and the accent falls as it would if the simple measure 
of three units stood alone, except that it is more strongly marked upon the first 
unit than in other parts of the measure. 



I 



^ 



dfc 



m 



^Ee 



-^ — g-i-» 



I 



z\-zi-±=^ 



:ji^:^:t^_z:^i^i|vzi^ 



4^-*= 



K— K- 



i^^ 



-jJ —^—d—^—ii—S—si- 



-j^—^- 



■^—S —i^—i^ —i^—^—S—^—w—ii 



Ei 



AAAA AAAA 

15. Metre is the arrangement of the syllables of verse. 

16. Yerse is measured by the number of lines, the number of syllables in the 
respective lines, and the regular recurrence of accented syllables. 

IT. As there are accented syllables in verse and accented notes in music, a 
proper union of the two is essential when poetry and music are combined. 
The accent in prose is equally applicable. 
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18. In wedding music to words the first step to be taken is to scan the words 
for accent) and then decide as -to the time. 

If the following verse is read slowly, the syllables in italics will have received 
particular emphasis : — 

When, gra-cions Lord, when shall it be, 
That I shall Jlnd my all in Thee ; 
The f ul-ness of the prom-ise prove, 
The seal of Thine e-f er-nal love. 

The above can be written in any kind of time, provided the accented syllables 
tipper.r on the accented parts of the measure ; but there are many things to be taken 
into consideration, as the character of the time, length of line in measure, etc., etc. 
Writing the first line of the verse in the different kinds of time, will best illustrate 
the principles advanced. 

IsTo. 1. 



i 



^ 



When, 



gra - cious Lord, when 

or, 



JSTq. 2. 



i 



-4- 



When, gra - cious 



Lord, when 



shall 



When, 



gra - cious Lord, when 



be. 



i 



No. 3. 



i 



3Sro. 4. 



1^ 



._SJ'- 



When, 



gra - cious 



Lord, when 



shall 



be. 



When, gra • cious 



Lord, when 



shall 



be. 



:?= 



When, 



gra - cious Lord, when 



shall 



A moment's examination of the above illustrations will probably result in IS'o. 
1 or No. 3 being selected as the most, suitable ; | time, being flowing in style, is 
quite acceptable. 



h 



1= 



^= 



When, 



gra 



Lord, 



when 



shall 



be. 



19 In order to exemplify the principles found in the various chapters to this 
point, and to dcA^elop the knowledge acquired, it is recommended that the student 
write chorals, using the common chords and first and second inversions. " 
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The first verse to a number of hymns will be given requiring musical setting. 
At the end of each line a cadence of some kind should be introduced, unless the 
continuity of thought is such that punctuation does not occur at the end of the line. 
A full close should appear at the end of the last line. 

It is urged upon the student to study the effect of chords in their inversions, and 
in their relation to one another. There are many progressions that are theoretically 
correct, but unsatisfactory to the ear. As to the direct form and inversions of 
chords the listener will observe that the direct form is satisfactory in its effect 
(this accounts for the advice regarding the use of the direct form in the closing chord 
of a cadence) ; the first inversion is indefinite in its effect ; and the second inversion 
is discordant. 



No. 1. 
Brother, thou art gone to rest, 

We will not weep for thee, 
For thou art now where oft on earth 

Thy spirit longed to be. 

No. 2. 
Jesus, and sliall it ever be, 
A mortal man ashamed of Thee ! 
Ashamed of Thee whom angels praise, 
Whose glories shine through endless days. 

No. 3. 
With all my powers of heart and tongue 
I'll praise my Maker in my song. 
Angels shall hear the notes I raise, 
Approve the song, and join the praise. 

No. 4. 
O, happy is the man who hears 

Religion's warning voice, 
And who, celestial wisdom, makes 

His early, only choice. . 



No. 5. 
How gentle G-od's commands, 

How kind His precepts are ; 
Come, cast your burden on the Lord 

And trust His constant care. 

No. 6. 
See how the morning sun 

Pursues his shining way, 
And wide proclaims his Maker's praise 

With every brightening ray. 

No. 7. 
Asleep in Jesus ! blessed sleep 
From which none ever wake to weep. 
A calm and undisturbed repose, 
Unbroken by the last of foes, 
Unbroken by the last of foes. 

No. 8. 

There is a calm for those who weep, 

A rest for weary pilgrims found ; 

They softly lie and sweetly sleep 

Low in the ground, 

Low in the ground. 



UNISON PASSAGES. 

20. A unison passage is where voices or instruments sing or play the same 
melody. The interval of one or more octaves may intervene. 



m 



-■^r 



■^ m ^ la 

.a ^ m m 



-0 a — m — p- 



^ 1 



itifz 



21. A double unison is where the voices or instruments sing or play two parts, 
which are divided between the voices or instruments. 




Write an original composition, introducing unison passages. 



REMARKS. 



REMARKS. 



C HAPTE R YII. 

FALSE RELATION, 

1. False Eelation is when one part has a natural note, and another part has a 
sharp or flat of the same name ; either when both notes are sounded in the same 
chord, or when the two notes are sounded in two successive chords ; 



1^^ {^^m 



^t 



m 



^ 



or when the two notes are sounded in two chords with a chord intervening. 



* 



♦ 



-0- 






2. Seeming violations of the rule regarding false relation are to be found in 
cases of incorrect notation (see chromatic scale, Chap. II, Section 18), to which of 
course the rule does not apply. 

3. False relation does not exist between two successive chords, when the third 
letter of the first chord is the root of the second ; 

I 



(i 



i?2:: 



* :fe 



and when the third lettei* of the first chord is the fifth of the second chord. 
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4. False relation does not exist between two chords vntli a chord intervening 
when the former of the two chords is a first inversion on the minor seventh in the 
melodic minor scale (see Chap. YIII, Section 3). 



i 



*__-._ 



* 



m 



§-gii 



5. False relation does not exist between two chords with a chord intervening, 
when the chromatic note forms part of a fundamental discord (see Chap^^^^ 
Section Y )i 



i 



* 

I 



_■#-_ -0 - ■0' -^ 



-fZ- 



-^ 



and also when the first chord is a Dominant or a Tonic, and the third chord (having 
its rv)ot a minor third below that of the first chord), is the Dominant of another 
ke}', but in this case the intervening chord must contain the note which is a minor 
second above the root of the third chord. 



* 



* 



* 



l=f^xzfe 



^ 

r-^-- 



■0- A 



m 



=^= 



-f- 



-l- 



-h 



6. When the chromatic chord of the minor second of the key (Chap. XYI, 
Section 6) and the chord of the Dominant are either of them the first, and the 
other the third chord in a progression, there is no false relation between tb^ fi^^b of 
the one and the root of the other. 



( 



zE 



I 



^ 






■^w-t 



rcsc 



?E^E 



b^ 



t. When the first chord is the Dominant of a minor ke}^, and the third chord 
has its root a minor third above it, being either the Dominant of the minor third 
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3T 



above the original keynote, or being the Super-Tonic of the minor sixth of the 
original keynote, there is no false relation. 




8. Either of the two notes may be doubled (sounded in two parts at once) 
and the duplicate note in one part stands in no false relation with the note that is 
chromatically altered in another part. 






?= 



-^ — I — ( — g 



9. Chromatic passing notes (Chap. XI, Sections 15 to 28) induce no false 



relation, if all the rules for their treatment be observed. 



C HAPTE R YIII. 



MIJSrOR KEY, 

1. There are four common chords in the direct form in the minor key (Chap. 
Ill, Section 9), founded on .the Tonic, Sub-Dominant, Dominant and Sub-Mediaut. 
The chords on the Super-Tonic and Leading Note are diminished chords, and the 
one on the Mediant is an augmented chord. 



•-f-v>— 


-J- 


^- 




1 


'W-v- 


-2- 


4 


fei 


S 


4 


m2 


i 






w 


^1 


J 


J 






- ^ 


•t 


C\' k 


1 




f 




i»l K 










-^H- 


^ 


_| — 








VI 



-K 



^E 



I lY V 

2, There are six first inversions in the minor 
key, appearing in all the tones in the scale except 
the Dominant. The chord on the Mediant, being 6 6 e 6 6 e 
augmented, is a discord in the first inversion, which accounts for the absence of a 
first inversion on the Dominant. 

3. There is also a first inversion on the ^. l 1 P — ^— r — I F — * — r 

zn «TK ' ^ 1 — I — ^ I ! r 

minor seventh of the scale when the bass ^^—9- \? ^ F ' P 

descends by degrees from the keynote to the 6 6 6 

minor sixth. 



4. The interval of a sixth may be taken on the Dominant of gi — zzfEZizif 
the minor kej-, bearing the figuring |, in which case both notes may — [I----J 
be doubled. 6 

5. There are three second inversions in the minor key upon the same notes as 
in the major key. 



m^ 



&i 



4 4 4 

6. The following diagram will give a recapitulation of the principles in this 
chapter preceding it. 



CX' u 


1 


1 







ft ' 


fi 


^T-1 


^•l p 




J 













^ tr k 


, ^, 




r 










V |7 






1 












5 
3 






5 
3 


nl 


5 
3 






6 


tl6 


6 


6 


8 
6 


6 


6 


That is— 


6 
4 


— -. _i 






6 

4 







The chord of the Tonic can be used direct, 1st and 2d inversions. 

" " in the 1st inversion. 

'' " direct, 1st and 2d inversions. 

" " direct, 1st and 2d inversions. 

*' " direct, and 1st inversion. 

" " in the 1st inversion. 
(38) 





" Super-Tonic 




" Sub-Dominant 




" Dominant 




" Sub-Mediant 




" Leading Note 
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An I chord on the Dominant, and a first inversion on the minor seventh. 

A major common chord is sometimes used as the concluding chord in the minor key. 

t. Exemplify the j)rinciples in the chapter by figuring the following : 

ITo. 1. 



m 



-S)— 1— <5>- 



kii: — ^- rjzPizz-^ 



%^-^-^—l 



]sro. 2. 



:^=z=,fct^^^*f^ 



-G G- 



s^i^i 



-<g — ^—y-e g<- 



i^ 



-e gh- 



& P_. 



-<5— 4— f^ 



-g sH- 



-is—r^ 



-gi— I- 



I'To. 3. 



lE 



g 



0-0-^--^ 



--CL—^ 



-^--(2- 



_^_^_p: 



- ^-g^g— gsH 



tztzzrix. 



Uo. 4. 



9iife& 



~fi-—-G- 



m 



-P 6^ 



t— 5i- 



ISTo. 5. 



(2 ^ 



#— #- 



:^^p_ 



pitzmritl^p-izitr 



-I — I — i — f^ -^ — -^ --A — ^ ^ ^ -^"^- 



ITo. 6. 



iii 



,^-_p-| 1 — p-i , — h-g— h 



^ 



-0 ^- 



■G G 0- 



^^ m^-m m 



■^o. 7. 



mi^^ 



^'-'-&—^-:^ 



:L= 



-^—0 



'P—0- 



Mm 



'Wl 



The student's attention is called to Chap. IV, Section 1 
8. Add a tenor and alto to the following exercises : 
No. 1. 



:i 



._^- 



_j._^-f2_c:u__^. 



. ~t:iff zr C2_ Jd 



^5 



H2-ZP 



'■0—0—p- 



g^^S^E^^^ssfeiE&feJ 



i: 6 # # 6 S6 l: — 6 % 6 jte ^'; — 



No. 2. 



9p-^ — 1- 



Iltit 



:iL^z^:^: 



■^z^ 



;g^^22IrZr~^ — 1~! — 'I ^ i I" ~ l ' ■ ; L fli 



■i^^^ 



-^-G^ 



-\-G-G- 



-^-±^-A-^±^.z±: 



T-^r-f^-G- 



G 1 s-«- 



^-0- 



-G — V 



S6 ' 8 6 # "" # 6 # 6 6 6 

4 



% 6 # % 6 6 # 

4 4 
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ITo. 3. 



^ 



-s < — i^- 



=tl-^- 



^^ 



-^ — ^ — ^_ 



-0—f~0- 



iEE3ES 



-© ^- 



-pt ^.. 



-^-^P=? 



#6 6 

4 



i 



Wo. 4. 



6 65 68«6i!:6 

4 43 * 4i. 



i^^^^l^E^g^ 



^I=Z^Z 



-PS (2- 



^EES: 






^^m\ 



aas 



ffi 



iL^ii 



( 



JSTo. 5. 



-^^r 



SiSia^sm^^ 









Q6 6 t]6 U 5 fl 6 tie 



fl 6 



Wo. 6. 



-g sl- 



=/«_,2_ 



-g 5H 



^ 



15(1 



$6 6 ,6 6 # 6 #6 6 

9. Add a treble, alto and tenor to the following exercises : 
Wo. 1. 



iiitel 



a? 



-|2 (5_. 



* 



Wo. 2. 



6 tie 



6 fl 



ate 



ip=l: 



1^ 



-g ^s^- 



m. 



Wo. 3. 



i* 



p^a 



-g gH 



e 



-© ^- 



-<9 (2- 



-^ ^_. 



:=r=:t- 



Wo. 4. 



$6 6 6 

4 4 



#6 6 



« Se 



6 5 

4 %Z 



9^;fe; 



ii^i 



M"o. 5. 



jje 6 



:^^=^* 



):;pt=E: 



Ei^ilii^ 



Wo. 6. 



^- 



<5 ^- 



-^ ^- 



EE^i; 



:^zii?— _if- 



-^ ;2_ 



_^ 0- 



-0^—^- 



6 6 
4 



65 ^ 
4 ^ ' 



% 6 j?e 



6 65 
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REMARKS. 



Chap. Vin.] 



dana's 



PRACTICAL HARMONY. 



41 



:no. 7. 



%m 



ait 



-.g^-h -g g l- 



_;S^ ^. 



-P— h-©-- 



No. 8. 



iiifc 



# 6 6 #6 



^ZZIZ^ 



-i— ©~;| ~|^ 



Z^ 



No. 9. 



Pi^EE^^ 



-^ <S S>- 



p «_ 



■■^- 



6 5 
4 3 



6. 65 

4# 



O-iit" ^ 1^ " ri .i ■" 1 X "" ■ " ^ d "^ ' "1 ^ ' " ■ ^] ^ ^ 


2?:f # ti-p :_t_fc- -^— ^ -J_d ^-*— , ^^ ^-^-fc f 



#6 



No. 10. 



Pi3 



p— p- 



t-p-i^->:^ 



:^:^ 



t=t-p=^ 



•g=-d-^-^-P- 



^gH- 5>- 



H--^- 



r_,s?__ 



S — 



No. 11. 

1^ 



6 5 

.4 J 



)-^fe 



-(2?- 



Se 



-cH 



No. 12. 



rt 



§^: Fgf^ j 



P— &■ 



)fg— jg- 



i 



^-<&- 



P- 



6 5 XX 

4 X 



Xe 



6 5 
4 X 



Write music in the minor key to the following words, observing the uses of 
the common chords and their inversions : 



No. 1. 
Thy chastening wrath, O Lord, restrain, 

Though I deserve it all ; 
Nor let on me the heavy storm 

Of Thy displeasure fall. 

No. 2. 
How oft, alas ! this wretched heart 

Has wandered from the Lord ! 
How oft my roving thoughts depart, 

Forgetful of His word ! 

No 3. 
"With broken heart and contrite sigh, 
A trembling sinner, Lord, I cry ; 
Thy pardoning grace is rich and free ; 
O God, be merciful to me. 

No. 4. 
G-od of my life, to Thee I call ; 
Afflicted at Thy feet I fall ! 
When the great water-floods prevail, 
Leave not my trembling heart to fail. 

No. 5. 
O sacred Head, nuv/ wounded, 

With grief and shame bowed down, 
How scornfully surrounded 

With thorns, Thine only crown. 



O sacred Head, what glory. 

What bliss till now was Thine ! 
Yet, though despised and gory, 

I joy to call Thee mine. 

No. 6. 
O Thou from whom all goodness flows, 

I lift my heart to Thee ; 
In all my sorrows, conflicts, woes, 

Dear Lord remember mc. 
When on my aching, burdened heart, 

My sins lie heavily. 
Thy pardon grant, the peace impart ; 

In love remember me. 

No. 7. 
Lead, kindly Light, amid the circling gloom, 

Lead Thou me on ; 
The night is dark, and I am far from home, 

Lead Thou me on. 
Keep Thou my feet, I do not ask to see 
The distant scene ; one stuj) enough for me. 

No 8. 
Is there a lone and dreary hour, 
When worldly pleasures lose their power? 
My Father, let me turn to Thee, 
And set each thought of darkness free. 



C HAPTEK IX, 



PEDALS, 



1. A pedal is a bass note, sustained through a succession of chords, of which 
chords the pedal note may or may not form an essential portion. 

2. The Tonic and Dominant of a kej^ are the only notes that may be employed 
as pedals.- Either or both of these may be sustained through an}^ passage, either 
diatonic or chromatic, that does not modulate ; were modulation to take place the 
pedal note would lose its relation as keynote or Dominant. 

3. When the pedal note does not appear as a ^larmony note, the part next 
above it should form a good bass (that is, it should not have any notes unallowable 
as bass notes — Chap. Y, Section 8, and Chap. YIII, Section 6 — or proceed by leaps 
that are unallowable in the bass — Chap. Y, Section 12 — or in fourths — Chap. lY, 
Section 8). 
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The errors in the above f^re to be seen in the first measure where consecutive fourths 
appear; and in the measure that follows a | chord leaps to the inversion of another 
chord. When the pedal is a harmony note, the part next above it, if the fifth letter 
of a chord, is not to be regarded as bearing a second inversion. 

4. A pedal generally commences, with a harmony of which the pedal note is 
tliG root, but it may, however, commence with any harmony of which it is essential 
or njt. 
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5. A pedal note can only be quitted when it is a harmony note ; if this be the 
fifth of a chord (|), the rules for quitting the same must be observed, and if a dis- 
cord requiring resolution, the rules for the treatment of the same must be enforced. 
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6. A pedal note may be continued during the progression of the other parts, 
or it may be reiterated. 
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T. The following exercises contain but three parts — tenor, alto and treble — to 
which a bass should be added introducing pedals on the keynote and Dominant. 
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No. 4. 
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8, A pedal may close with a modulation, provided no change of key take 
plr.ce until the last chord upon the pedal. 
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9. One series of harmonies inducing a transient modulation is allowable upon 
a pedal ; this is the major common chord on the Sub-Mediant of the major key^ and 
the fundamental discords derived from the same root, any of which may be used 
w^on^ Dominant pedal ^ provided it be followed by some chord of which the perfect 
fourth of the kej-note (the seventh of the Dominant) is a portion : 
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10. In modern music the pedal is frequently inverted, an upper part sustaining 
t'le note through a series of chords. All the rules of the bass pedal apply to the 
inverted pedal, unless it should be the one regarding the progression of the bass. 
The inverted pedal in no way affects the bass so long as this remains in the key of 
which the pedal note is Tonic or Dominant. 

11. Sometimes the bass pedal is doubled in an upper part, in which case al] 
the rules for its treatment apply without exception. 
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SEQ UENGE8. 

1. A sequence is the repetition of a harmonic progression, or melodic figure, 
at a different pitch to that in which it was first given, all the part& proceeding by 
degrees in each repetition as in the original strain or figure. 

2. In a sequence the name of the interval, and not its quality, as major, minor, 
etc., is preserved in the repetition. 
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3. An augmented interval may appear as one of the repetitions of what 
perfect interval. 

Figure \, 
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4. In the following sequence the bass rises a fourth, the top part falls a second, 
the part next to the top rises a second, and the part next to the bass falls a third. 
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5. In the repetitions of a sequence the Leading Note may be doubled ; also the 
discords on the third and seventh of the major key (Chap. Y, Sections 3 and 4), and 
on the second, third and seventh of the minor key (Chap. YIII, Section 1), may be 
employed. 

6. Write sequences to the following bass, harmonizing the figure and having 
the parts progress as in the illustration of Section 4. 
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1. The second inversion of concords is unavailable in sequences. 

8. A sequence may consist of but two chords, or more than two. Perhaps 
one of the best known illustrations of harmonic and melodic sequences is to be found 
in the Hallelujah chorus of the Messiah. 

(45) 



46 



DANA S PR ACTIO AL HARMONY. 



[Chap. X. 



Figure 
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9. Write a series of diatonic sequences ascending from the following figures : 



No. 1. 
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Write a series of diatonic sequences descending from the following figures : 
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lOo The student should write sequences containing a number of chords. 
11. A sequence may consist of concords only, or passing notes may appear 
with them ; or prepared discords. 
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CHAPTER XI. 

PASSING NOTES, 

1. A passing note is a note that does not belong to a chord. 

2. Passing notes raay appear in one or more parts, and resolve upon the note 
or notes of the chord in which they appear ; 
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or resolve upon a note of another chord. 
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3. A passing note may proceed by oblique motion to an octave, 
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DIATOmO PASSING NOTES, OB STRICT STYLE, 

4. In the strict or diatonic style, a passing note must be approached and 
quitted by the interval of a second, and it must be at a less accented part of the 
measure than the harmony note which precedes it. 

A passing note approached in this manner may either rise or fall to the next 
note. 
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dajsta's practical harmony. 
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5. Two passing notes may appear in a chord. 
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6. Where two passing notes appear in a chord they must proceed in the same 
direction in which they are moving until they reach a harmony note, the second 
passing note not returning to the note that appeared as the first passing note. 






T. The single exception to the rule regarding the approach and quitting of a 
passing note by the interval of a second is, that a passing note, instead of proceeding 
to the harmony note next to' it, leaps a third to the note on the other side of sucli 
harmony note, and then returns to the harmony note it would have resolved upon 
had the skip not been made. 
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8. Two or more parts may proceed by passing notes, in which case the parts 
wMch move while other parts are sustained, must proceed in such progressions 
with each other as would make pure harmony, independently of the sustained parts. 



-*--^ 






^-fi-^z 



,-■ — ^_ 

mZZtl 



i«t=i- 



•-'-^-r-^ir-rr-*-"^- 



mf^m 



^i 



I 



-I- 



i 



X 



3. Cifi-e should be taken when passing notes appear above parts that are sus- 
tained, that consecutive fourths are not written. 
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In the second measure the two upper parts move in fourths, and as the lower voices 
do not move, the lower of the upper parts must be considered as ^ bass to it 
(Chap. lY, Section 8). 
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Add soprano, alto and tenor to the following exercises containing passing notes. 
Others should be introduced in the |;arts when they can be properly treated. 

A line over or under several notes, signifies that the chord belonging to the 
first of such notes is to be retained or repeated so long as the line continues. A 
line from a figure implies the same principle. 
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10. Introduce passing notes in the various parts of the following chorals, 
observing all ideas referring to their use in the diatonic or strict style of writing. 
To illustrate what is desired a choral will be given, and passing notes introduced. 
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No. 1. 



P 












Jip^ gElES^I 



-zpi 






-p. 



-h 






_i^ — ^ — ai_±_ 



isro. 2. 



md^M 



1 ■ ^^ 77 



I^Z^Z 



_jl_«_gZ 



„t_-s- ^' 



^-^- 



i 



-(•—12- 



^_^_ 



f-0—-^fi—^—-f^-r-^0-^fi- 



tS~i. 



-0-%—&- 



^-ft- 



-n—W—W- 



E^zzL:zzf.-=Ftzt:ti 

fl »—<s U — #-»- 

-L-l L «_, 1 : 



1^-^- 



No. 3. 
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Write original compositions exemplifying diatonic passing notes in the major key. 

Review the melodic minor scale, Chap. II, Section 11. 

11. The major sixth of the melodic minor scale may appear as a passing note 
ascending and descending, when the fifth and major seventh of the key are harmony 
notes. 
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12. The minor seventh from the keynote of the melodic minor scale may 
appear as a passing note ascending or descending, when the minor sixth and key- 
note are harmony notes. 
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13. The minor seventh and minor sixth of the melodic minor scale may 
appear as passing notes descending, when the keynote and the fifth of the key are 
harmony notes. 
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14. The major sixth and major seventh of the melodic minor scale may appear 
as passing notes ascending, when the fifth of the key and the keynote are harmony 
notes. 
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Add soprano, alto and tenor to the following exercise containing passing 
notes, observing the suggestions in the preceding exercise (Chap. XI, Section 10). 
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Introduce passing notes in the various parts of the following chorals (see 
Chap. XI, Section 10, for an illustration). 
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No. 4. 
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Write original compositions exemplifjdng diatonic passing notes in tlie minor 
key. 

FBEE OR CHROMATIC STYLE. 

15. In tlie Free or Chromatic Style, a passing note may be approached by the 
step of a second, as in the strict style, and it may also be approached by leap. 
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16. An augmented interval is allowable by leap to a passing note. 
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n. If a passing note that is approached by leap resolve upon a harmony note 
below it, the passing note may be at the interval of a tone or semi-tone from it, 
according to the diatonic scale. 
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18. If a passing note approached by leap resolve upon a harmony note above 
it, and such harmony note is the first, fifth or seventh letter of a chord, the passing 
note must be at the interval of a semi-tone. 
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19. When it resolves on the third letter of a chord it may be at the interval 
of a tone or semi-tone. 



1^^^^^ 



i!E 



20. Where a passing note leaps a third to the note beyond the note of resolution 
(Chap. XI, Section 1), and the note of resolution is the first, fifth or seventh of a 
chord, the passing note below must be at the interval of a semi-tone. 
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21. A passing note approached by the step of a descending second from the 
first or fifth letter of a chord, and returning upwards to the same note, must be at 
the interval of a semi-tone. By some authors, passing notes with this characteristic 
are termed changing notes. 
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22. If two parts proceed together as passing notes, when one steps a semi-tone 
that belongs to the diatonic scale of the key, the other may step either a semi-tone 

or a tone. . , 
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When one steps a chromatic semi-tone, the other must step a semi-tone also. 
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23. When two parts proceed by the intervals of thirds or sixths, the need does 
not hold for the note below a first, fifth or seventh letter of a chord to be at the 
interval of a semi-tone. 
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24. The harmonic minor scale may be employed for a succession of passing 
notes upon the Dominant harmony in the minor key, in which case the interval of 
the augmented second between the sixth and seventh degrees is not objectionable.* 
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25. The major sixth and minor seventh of the melodic minor scale are available 
as in the strict style. 

26. The note a semi-tone below any letter of a chord may be taken by leap as 
a passing note if it be resolved upwards. 



* It is also employed, but less frequently, for a succession of passing notes upon other harmonies in the minor key. 
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See Chap. II, Section 18, for the proper notation of the preceding, which produces 
no false relation with the harmony note on which it resolves (Chap. Yll, 
Section 9J. 
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27. The note a semi-tone above any interval may be taken by descent of a semi- 
tone, if it be resolved downwards, without producing false relation with the 
harmony note on which it resolves. 




28. If in a succession of passing notes a chromatic note be taken, the passage 
must proceed by semi-tones until a harmony note is reached. 
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For the following exercise read Sections 20 and 21 of this- Chapter. Add a 
tenor, alto and soprano, introducing passing notes. 
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Write a number of exercises exemplifying the principles in the free or chro- 
matic style of passing notes. 

(See last page of the work for Appoggiaturas.) 



CHAPTER XII. 

1. Notes that do not belong to a chord are unessential to it, that is, the chord 
or its name is not affected by their appearance ; the discordant tones tliat appear 
in this manner are passing notf.s and suspensions^ and are called Unessential Discords. 

2. A suspension is the retaining of a note of one chord into the chord that 
follows, of which chord this note forms no portion, and to a note of which it resolves. 

3. Three conditions are essential to a suspension, namety : 

Preparation — The sounding of the note in the first chord. 

Suspension — Its retention and appearance as a discord. 

Besolution-—Lts progression to a note of the chord in which it was a discord. 
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The preparation and suspension must be in the same part. 

4. An essential to a suspension is the retaining or holding of the note from 
the first into the second chord. If the note were newly sounded in the second 
chord, there would be no suspension. 
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A Suspension. Wot a Suspension. 

5. The suspension should be no longer than the preparation and is sometimes 
shorter. 

6. The suspension appears at the accented part of the measure. Sometimes 
one or more of the parts may move from one to another interval of the chord in 
which the suspension arppears. 



fi 



=t 



-#-]•- 



(56) 



REMARKS. 



REMARKS. 



Chap. XII.] 



DANA S PRACTICAL HARMONY. 



57 



T. The only intervals that appear in suspension are the ninth and the fourth 
from any root, and the dissonant fifths in the chords on the third and seventh 
degrees of the minor and major scales (see Chap. I, Section 23 ; Chap. lY, Sec- 
tions 3 and 4). 

8. The ninth in suspension resolves upon the root of the chord. 
- 9. The fourth in suspension resolves upon the third letter of the chord. 

10. The dissonant fifth in suspension resolves upwards to the root of the 
chord. 

11. A suspension is always one degree from the note on which it resolves. 
Ill case of the ninth and fourth one degree above, and of the dissonant fifths one 
degree below. 

12. A suspended discord always stands in the place of the note upon which it 
resolves, and any progression that would be forbidden is not relieved by the use of 
the suspension. 

No. 1. No. 2. 
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The forbidden progressions in No. 1 are equally bad in ISTo. 2. 
A suspended discord is accompanied exactly as it would be were there no 
suspension, subject only to the conditions stated in Section 14 of this Chapter. 

NINTH IN SUSPENSION, 

13. The ninth in suspension resolves upon the root. 

14. The note upon which the suspension resolves should not be sounded 
together with the suspension, except the suspended ninth with the root in the bass; 
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and except the suspended ninth with the root in an upper part, in w>i;^.i> ca.Fi^ the 
root must be at the interval of an octave, and approached by the step of a second. 



i 



z^z 



-s^ 



^ 



a 



k=f 



■©- 



15. The last exception, though admissible, is undesirable, and should be 
employed with the most careful discretion. 

16. The following is the figuring of the direct form and three inversions of the 
ninth in suspension. 
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In the direct form (the first letter of. the chord as the bass note), it is figured 9 8. 
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9 8 

In the first inversion (the third letter of the chord as the bass note), it is 
figured T 6. 
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In the second inversion (the fifth letter of the chord as the bass note), it is 

m 



figured I 7. 



In the third inversion (the ninth appearing in the bass), it is figured 
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IT. As the suspended ninth resolves upon the root of a chord, the last inversion 
of it must be upon such a note as in its resolution would leave the direct form of a 
common chord. 

SUSPENDED NINTH IN THE MAJOR KEY, 

18. As a suspension is no part of a chord, it can appear in the direct form and 
inversions on such notes of the major scale as bear the direct form and inversions of 
common chords (Chap. Y, Section 8). 

19. There is no suspension of the ninth in the third inversion on one and four 
of the major key, as the resolution of the suspension would be upon seven and 
three of the scale which do not bear a common chord. 

20. The following diagram will give the direct form and inversions of the 
suspended ninth on the notes of a major scale. 



c\* 


r "" 




[ 


^ 


& 


h "^ 




T- 


*J. 


^ 


. <Si - 














^ 










































9 8 


9 8 




9 8 


9 8 


9 8 










7 6 


7 6 


7 6 


7 6 


7 6 


7 6 


7 6 






U 


l-^ 






gT 












\- 


i= 


' 


t- 


t= 


t= 





REMARKS. 



REMARKS, 



Chap. XIL] 



D ana's practical harmony. 



59 



21. In the first inversion of the suspended ninth, when the bass is a major 
third, Chap. lY, Section IST, should be observed. Double the fifth letter of the chord. 
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22. Add a treble, alto and tenor to the following figured exercises : 
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Write original compositions in a major key, introducing the ninth in suspension, 

SUSPENDED NINTH m THE MINOR KEY, 

23. The suspended ninth can appear in the direct form and inversions on such 
notes of the diatonic minor key as bear the direct form and inversions of a common 
chord— Chap. YIII, Section 6— provided the resolution of the suspension is not by 
forbidden progressions. 

24. There is no direct form of a ninth in suspension on the Sub-Mediant of 
the minor key, as the resolution is by an augmented interval. 
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25. There is no first inversion on the Tonic, as the progression is by an aug- 
mented interval. 
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26. There is no third inversion on the Leading Note, as the progression is by 
an augmented interval. 
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27. As there is a first inversion on the minor seventh in a minor key 
(Chap. VIII, Sec. 3), there can be a first inversion of the suspended ninth on the 
same degree. 
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There is also a last inversion of the suspended ninth on the minor seventh. 
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28. The following diagram will give the direct form and inversions of the 
suspended ninth on the notes of a diatonic minor scale : 
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29. Add a treble, alto and tenor to the following figured illustrations ; 
Wo. 1. 
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Write original coinpositions in the minor kej^, introducing the ninth in 
suspension. 



CHAPTER XIII. 

TEE FO UBTH IN 8 USPEN8T0N, 
1. The fourth in suspension resolves upon the third of the chord. 
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2. The note upon which the suspension resolves should not he sounded 
together with the suspension ; except the fourth together with the third in the bass 
(first inversion), or an upper part, in which case it must be approached by the step 
of an ascending second, and the interval of an octave intervening from the note of 
resolution. 

3. The following is the figuring for the direct form and three inversions of 
the fourth in suspension : 

4. In the direct form (first letter of the chord as the bass note) it is figured 4 3. 
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5. In the first inversion (third letter of the chord as the bass note) it is 
figured % i, and the bass is approached from the second below. 
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6. In the second inversion (fifth letter of the chord as the bass note) it is 
figured I L 
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1, In the third inversion (the suspended fourth in the bass) it is figured |r. 
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SUSPENDED FOURTH IN THE MAJOR KEY. 

8. As the fourth in suspension is no part of a chord, it can appear in the 
direct form and inversions on such notes of the major scale as bear the direct form 
and inversions of common chords (Chap. Y, Section 8). 

9. There is no first inversion of the fourth in suspension on the Leading Note, 
as the resohition of the suspension would double that note (Chap. IT, Section 12). 

10. As the resolution of the fourth is upon the third of a chord, the last 
inversion of this suspension can appear on every note of n major scale. 

11. The following diagram will give the direct form and inversions of the 
fourth in suspension : 
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12. Add a treble, alto and tenor to the following figured exercises : 
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No. 4. 
























C\"t 


1 j 






(^ 


1 














rhit 






-P r 




J ^ ■ «- 


1 , 1 




— H -J J- 


«- ^ 






^ T 


i .1 


A ^ 








^ \ I 


J 


r? 


— 1 ^ sr 


" L. ^ 


9 ^ 




G~^ 








1 -. — 


- t [= 


bf_::=g: 




=i ^ 


T .^ * 


^ 


L^_J 



76 6 6 76 5— 
4^ 4— —3 
No. 5. 



6— 5— 
64—3 



6 43 



6 98 



98 76 6 6 






=F=# 



^—^—0- 



-|2_#: 



:tiii^M 



6 6 6 76 



tz*-t^— i^- 



6 65 
43 



6 5- 



6 76 



Write original compositions in the major key, introducing the fourth in 
suspension. 

SUSPENDED FOURTH IN THE MINOR KEY. 

13. The fourth in suspension can appear in the direct form and inversions on 
such notes of the minor key as bear the direct form and inversions of common 
chords (Chap. YIII, Section 6), provided the resolution is not by forbidden 
progressions. 

14. There is no direct form of the fourth in suspension on the Sub-Dominant, 
because of the augmented interval. 
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15. There is no first inversion of the fourth in suspension on the minor sixth 
of the scale, because of the augmented interval. 
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16. There is no first inversion of the fourth in suspension on the Leading 
Note, because of the doubling of that note (Chap. lY, Section 12). 
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n. There is no second inversion of the fourth in suspension on the Tonic, 
because of the augmented interval. 
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18. As there is no first inversion of a common chord on the Dominant of a 
minor key, there is no third inversion of a fourth in suspension on the minor sixth 
of the key. 

19. There is no third inversion of the fourth in suspension on the Leading 
Note, because of the augmented interval. 
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20. The following diagram will give the direct form and inversions of the 
suspended fourth on the notes of a diatonic minor scale : 
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2i. I see no reason why the minor seventh should not be used in suspension 
(Chap. YIII, Section 3). 
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22. Add a treble, alto and tenor to the following figured illustrations : 
No. 1. 
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23. Write original compositions in the minor key, introducing the fourth in 



suspension. 



DISSONANT FIFTHS IN SUSPENSION. 



The dissonant fifths in the chords on the third and seventh degrees of both 
major and minor keys, can appear in suspension. 

24. This suspension appears only in the direct form, the fifth rising to the 
sixth from the bass note, and is figured 5 6 ; the resolution resulting in the first 
inversion of a common chord, 

25. The letter that the fifth resolves upon must not appear in any of the 
other parts. 
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26. Add a treble, alto and tenor to the following figured illustrations : 
-No, 1. 
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Write original compositions in both major and minor keys, introducing the 
dissonant fifth in suspension. 

21, Any suspension may, previous to its resolution, proceed to a consonant 
note of the same chord, either by leap or step of a second, but must return to the 
note of resolution before the harmony changes. The return to the note of resolu- 
tion may be by leap from a consonant note or by passing notes. 

28. The following illustrations of suspensions, strictly written and then 
floridly ornamented by leap to other letters of the chord, and the introduction of 
passing notes, will give the student an understanding of the principle : 
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29. Add suspensions in the florid style of writing, to the following figured 
illustrations : 

No. 1. No. 2. 
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Write original compositions in major and minor keys, illustrating the florid use 
of suspensions. 



68 



Dana's practical harmony. 



[Chap. XIII 



DOUBLE SUSPENSIONS. 

30. The ninth and fourth may be suspended together in the direct form and 
inversions of a chord. 

31. The treatment of each discord is the same as if it stood alone. 

32. The dissonant fifth in the chords on the third and seventh degrees of 
both major and minor keys, may be accompanied by the first inversion of the 
ninth in suspension. 
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33. The dissonant fifth in the chord on the third degree of a major or minor 
key, may be accompanied by the first inversion of the fourth in suspension. 
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34. In a double suspension of the ninth and fourth, where the ninth is in the 
bass, the chord is figured | 3. 
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35. In a double suspension of the ninth and fourth, where the fourth is in 
the bass, the chord is figured 1 1, 
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86. The following diagram will give the direct form and inversions of double 
suspensions in a major key: 
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8T. Add a treble, alto and tenor to the following figured illustrations : 
No. 1. ^ ^ 
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Write original compositions in the major key, illustrating the use of double 
suspensions. 

38. The following diagram will give the direct form and inversions of douUW 
suspensions in a minor key : 
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89. Add a treble, alto and tenor to the following figured illustrations : 
No. 1. 
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Write original compositions in the minor key, illustrating the use of double 
suspensions. 

STTSPEN8I0N OF COMPLETE CHORDS. 

40. A chord may be suspended over the bass (whether the root or third) of a 
following chord, provided the root of the second chord is a fourth above the first 
one. There being suspended sufficient notes to define the chord that prepares them, 
they are regarded not with reference to the bass over which they are suspended, 
but proceed just as they would were there no suspension, except that no discordant 
note move more than a second. 

This rule applies not only to concords^ hut to all the discords hereafter described. 

Lines drawn from a note or figuring signify the suspension of the complete 
chord, and the figures that follow, the resolution of the chord. 
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41. Add a treble, alto and tenor to the following figured illustrations : 
No. 1. 
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No. 2. 
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Write original compositions in both major and minor keys, introducing sus- 
pensions of complete chords. 

42. A suspension can be prepared by a discord. 



_^ V — ^ ! I _ 
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43. A fundamental discord (Chap. XYII, Sec. 1) may be prepared in one part 
and suspended in another ; 



gi^P 



or any notes derived from the same root may be introduced in the suspension which 
did not appear in the chord that prepared it. 
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44. Other intervals — as the thirteenth. — are often treated, the same as suspen- 
sions, and are termed intervals of retardation. 



"PROVE ALL THINGS." 

It is desired that the sMdent examine the works of Handel, especially his 
Suites, Yols. I, II and III ; also, the writings of Bach, among which might be 
mentioned his Mass in B minor. These authors' writings contain illustrations of the 
principles advanced in preceding chapters regarding suspensions, that to the earnest 
student will afford much pleasure in their examination. 
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The following diagram- will give a recapitulation of all figuring on common 
chords, to the close of suspensions. 
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* This chord is only practical when it resolves upon the first inversion of a chord whose root is a fourth above. 
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CHAPTER XIV. 



ESSENTIAL DISGOBDS. 

Note. — Passing notes and suspeneions being no part of a harmony, are inessential to it, 
and are termed inessential discords, 

1. Essential Discords are those that enter into the harmony, and are a part of 
the combination. 

2. Such discords are the 

Dissonant Fifths in the " chord on the mediant," in both major and minor keys. 
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Chords of the Seventh. 




Chords of the Ninth. 
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etc., etc. 
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7 

DIATONIC DISCORDS, 

3. A diatonic discord is one consisting of notes according to the signature of 
the key. When modulation occurs, the accidentals that denote the change of ke3^ 
are to be regarded as belonging to the signature of the new key, and are diatonic 
in the key to which the modulation is made. The leading note of the minor key, 
though indicated by an accidental, sharp or natural, is diatonic ; so also are the 
major sixth and minor seventh of the melodic minor scale. 

4. A diatonic discord resolves upon a chord whose root is a fourth above the roof 
of the discord. 
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5. Two conditions are essential to a diatonic discord, ^. e,: 
Preparation, — The sounding of the tone in the chord before the one in which 
it appears as a discord. 

Resolution. — Its progression to a tone of the following chord. 
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6. No two parts may proceed, in seconds or sevenths with each other. 



^^^^B 
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GEORB OF THE DISSONANT FIFTH. 



MAJOR KEY. 



T. The dissonant fifth in the " chord of the mediant," in a major key (Chap. Y, 
Section 4), may be taken as an essential discord, resolving when the entire chord 
changes. 

8. The chord of the mediant is resolved upon the chord of the sub-mediant 
(Chap. XIY, Section 4). The fifth, appearing as the discord, must be prepared, and 
as it is the leading note, resolves upward to the third of the following chord. 



-£ 
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9. The chord of the mediant, in its first inversion, is not a discord, being 
available as a concord (Chap. Y, Section 5). 

10. The figuring used to indicate the dissonant fifth infi major key, will be 
the figure 5 placed under or over the bass note on the third degree of the key. 

Add a tenor, alto and soprano to the following figured exercise : 
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CHORD OF THE DISSONANT FIFTH 



MINOR KEY. 



11. The dissonant fifth in the chord of the mediant, in a minor key (Chap. YIII, 
Section 1), may be taken as an essential discord, resolvinp^ when the entire chord 
changes. The preparation of the chord and resolution is the same as in the 
major key. 



rj w— — m ^—M- 



m. 



12. The figure 5, with a ^ or '^ before it, standing alone under a bass note, 
signifies the essential discord of the augmented fifth. 

Add soprano, alto and tenor to the following figured exercise : 



§1^ 



i:5 



t 6 f:6 



%^ £5 



4# 



18. The first inversion of the chord of the mediant, in a minor key, is also 
discordant (Chap. YIII, Section 2), and the dissonant fifth requires the same 
treatment as in the direct form. 



^Jt=i^|=|^E 



»^ 



14. The figure | or g, over or under the dominant, in a minor key, indicates 
the first inversion of the dissonant fifth. 

Add soprano, alto and tenor to the following figured exercise : 
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15. 

added. 



BI ATONIC CHORDS OF THE SEVENTH, 
A chord of the seventh is a common chord with a seventh from its root 



i 



-W-- 



16. A seventh letter may be added to dissonant combinations ; as the chord 
on the mediant, in both major and minor keys, the diminished chord on the second 
degree of a minor key, etc. 
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17. As there are four letters in a chord of the seventh (and imder certain 
conditions an}^ one of these can appear as a bass note), there will be the direct form 
and three inversions of the chord. The direct form, first and second inversions, are 
founded on the same tones as in the common chord (Chap. Ill, Sections 13, 14 and 15), 
and the third inversion is when the seventh letter of the chord is the bass note. 



^ 



e 



18. A system of figuring is used to indicate the direct form and inversions of 
a chord of the seventh. 

A chord of the seventh is in the direct form when the figure 7 stands under 
or over a bass note. 



9i: 



A chord of the seventh is in the first inversion when the figures % stand under 
or over a bass note. 



9^: 
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A chord of the seventh is in the second inversion when the figures | stand 
under or over a bass note. 



4 
3 

A chord of the seventh is in the third inversion when the figures | stand under 
or over a bass note. 



Note.— The figures under or over a bass note show the intervals from the bass note ; for 
the present they will be used to show the derivation of the chord, but it cannot be said too 
often that the figures under a bass note are only intended to describe the intervals from it, and 
not to show its derivation. Perhaps the following will illustrate the principle : 



(1^1 



b7 

The figuring indicates a chord of the seventh, on B, in the direct form, but as B is not a common 
choi-d with a seventh from its root added (Chap. XIV, Section 15), then the figuring does not 
describe the derivation. 

19. A diatonic chord of the seventh must be resolved upon a chord, the root 
of which is a fourth above the root of the discord, and this second chord may be a 
concord or another prepared discord. 

20. The seventh is the discordant tone which must be prepared, etc. (Chap. XIY, 
Section 5), and resolves upon the third of the following chord : 



mi 



^ 



The resolution may be delayed by its being suspended as a fourth. 
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21. A seventh may be added to tlie chord on the mediant, in a major key, 
when both the seventh and the fifth have the same treatment as either would have 
without the other. The figuring of the combination is J. 



i i 
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22. In the first inversion on the mediant, in a major key, the fifth is not 
discordant (Chap.Y, Section 5), and if the seventh is added, it is the only tone 
requiring preparation. 



^^^m 



23. As there is no common chord upon the leading note, there can be no chord 
of the seventh upon the sub-dominant (except in> the last inversion), as the resolution 
of the chord, would be upon the leading note (Chap. XIY, Section 19), which is not 
a common chord. In one of the repetitions of a sequence it is available (Ghap. X, 
Section 5). 

The last inversion of a chord of the seventh upon the sub-dominant may be 
taken, as the resolution of the discord is upon the first inversion of the chord upon 
thf^ leading note, which is a concord (Chap. Y, Section 5). 



^- 



24. As there is no common chord upon, the mediant, there can be no chord of 
the seventh upon the leading note (except in the last inversion), as the resolution 
of the chord would be upon the mediant (Chap. XIY, Section 19), which is not a 
common chord. In one of the repetitions of a sequence it is available (Chap. X, 
Section 5). The last inversion of a chord of the seventh upon the leading note 
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may be taken, as the resolution of the discord is upon the first inversion of the 
mediant which is a concord (Chap. X, Section .5). 



r 



9:: 



25. The second inversion of a diatonic chord of the seventh is unavailable. . 

26. The following diagram will give the direct form and inversions of dic-.toni(j 
chords of the seventh, and the dissonant fifth, in a major key. 









((•;. 






>.-• 














7 i 7 
1 


'>• 




7 


' 






6 ' 
5 i 


6 
5 


6 
5 


6 
5 




6 
5 




There 


is no 


second 


inver- 


sion of 


dia- 
tonic 


7tlis. 




4 4 1 4 1 4 
2 2 j 2 2 


4 i 4 • 4 
2 ■ 2 j 2 



* In the use of this chord of the seventh the fifth may be omitted, and tiie chord is figured 7 — . 

Add a soprano, alto and tenor to the following figured exercises : 
-No. 1. 
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Write original compositions in a major key, introducing diatonic chords of the 
seventh. 

DIATONIC CHORDS OF THE SEVENTH MINOR KEY, 

27. A seventh may be added to the diminished chord on the super-tonic in a 
minor key (Chap. XIV, Section 16), in which case the fifth and seventh both require 
preparation. This chord is only used when accompanied by the seventh. The 
fifth resolves upon the root of the following chord. 
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In the inversions of this chord the fifth is not a discord (Chap. YIII, Section 
2), and the seventh only requires preparation. 
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28. A seventh may be- added to the augmented chord on the mediant of a 
minor key (Chap. YIII, Section 1 j, when both the seventh and fifth have the same 
treatment as either would have without the other. 
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In the inversions of this chord the fifth is a discord and requires preparation, 

'. '0 — IP — I J — — — t 
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29. There is no direct form of a chord of the seventh on the tonic in a minor 
key, as the resolution of the seventh would be by an augmented interval. 
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30. There is no first inversion of a chord of the seventli on the mediant in a 
minor key, as the resolution of the discord is by an augmented interval. 
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31. There is no third inversion of a chord of the seventh on the leading note 
in a minor key, as the resolution is by an augmented interval. 
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82. As the leading note does not bear a common chord, there is no chord of 
the seventh on the sub-dominant. The last inversion of a chord of the seventh of 
the sub-dominant is admissible, as its resolution is upon a first inversion. 
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33. As there is no common chord on the mediant, there can be no chord of 
the seventh on the leading note. 

34. As there is no common chord on the super-tonic in a minor key, there can 
be no chord of the seventh on the sub-mediant. The last inversion of this chord is 
admissible, as its resolution is upon a first inversion. 
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Note. — A seventh in the direct form may he taken on the sub-mediant, provided its 
resolution is upon a seventh on the super- tonic. 
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35. As there is a first inversion on the minor seventh of a minor kej'- (Chap. 
YIII, Section 3), the last inversion of chord of the seventh can appear on this 
interval*and resolve on a first inversion. 
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36. The following diagram will give the direct form and inversions of chords 
of the seventh in a minor key. 
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* The fifth can be omitted in this combination when the seventh alone requires treatment. 



37. Add a soprano, alto and tenor to the following figured exercises •. 
-No. 1. 
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^iV^ EXCEPTION. 

38. There is an exception regarding the preparation and resolution-of diatonic; 
discords. 

89. The chord of the seventh of the dominant may be used without 
preparation. 

40. There is a second inversion of this discord, and its progression is the 
same as the second inversion of a concord (Chap. Y, Sections 9 to 18). 

41. When the second inversion of the dominant seventh is followed by a 
first inversion, the bass rising one degree, the seventh may rise to the fifth of the 
following chord. 
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42. In the use of the second inversion of the dominant seventh, the root may 
be omitted and the seventh doubled; in which case one seventh observes the rule, 
and the other is free to rise by step of a second to the fifth of the following chord, 
or leap to the root. 
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43. When the seventh appears as the bass note, it may be approached by leap 
from below, but not from above. It can be approached by the step of a second 
from above or below. 
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44. There are also exceptional progressions of the seventh on the dominant. 
Besides being resolved according to the rule for diatonic discords (Chap. XIY, 

Section 4), it can resolve upon a chord whose root is the sixth degree of the key 

the leading note and seventh both observing the rule regarding their progressions 
of rising a second and falling a second. 



=ii;*^ 



-^ — 4- 



s 



-2 »— 






7 7 

Add a soprano, alto and tenor to the following figured exercises : 
XsTo. 1. 






It 



0,i-^ 



0—0—0—0- 



jg,*. 



4^ 



0T-^- 



3Sro. 2 



_S>__4 



^-0 



5 

H 1- 






6 7 6 7 
4 4 



tnJnfnf: 



H — 1—&- 



V^ 



-0~ft: 



=p:p 



=^=± 



^-0-0 -0 



©— ©H- 



No. 3. 



4 



i 



mm &^^ 



4 6 6 
2 4 



jizfz^ 



:^T-[ 



|-|^-i/+d-# 



4 6 4 
2 3 



■^-M. 



4 6 
2 



:?t-i^l[ 



F=^i 



:p=P=P 



zj— #; 



PP=:^^=?: 



Wo. 4. 



6 7 
4 



pEE 



feP-S 



:r=PE^^3 



# # 



- g^g^ 



lez:^ 



=&E3 



ITo. 5. 



3 



-|2-_,2L 



* # 



6 I 6 f6 
4 
3 



:P=ii=i^ 



4 i? 



■ ^ — h-J- 1 K 



i— ©— (9 



ztit-il 



6 je 

4 
3 



i 



l- Q O - 



6 6 7 

4 # 



# '« 



:^^- 



6 6 



t^. t 






6 5 

4 # 



6 6 # 

4 * 



Write an original composition, illustrating diatonic chords of the seventh. 



REMARKS. 



REMARKS. 



CHAPTER XV. 



DIATONIC CHORDS OF TEE NINTH. 
1. A chord of the ninth is a chord of the seventh with the ninth added. 




2. A diatonic chord of the ninth resolves upon a chordwhose root is a fourth 
above the root of the discord. 

B. The root of a chord of the ninth can onl}^ be sounded in the bass, and 
consequently it is omitted in all the inversions. 

4. In the inversions of a chord of the ninth, the notes bear the same treatment 
as in a chord of the seventh. 

In a chord of the ninth, when the fifth appears below the ninth, care should be 
taken that in its progression it rises to the third or fifth of the following chord, 
and thus avoid consecutive fifths. 



^^^EJEEj^g^^ 



=t 



=t 



5. When the root of a chord of the ninth is omitted, the seventh is not 
discordant, except when it appears in a first inversion on the mediant, leading note, 
etc., in which case the rules for its preparation and resolution must he observed. 



P 



^ 



pS— ^- 



E^y^E^ 



6 7 7 

6. This chord consists of four notes when the root is omitted, and has there- 
fore four inversions. The last inversion (ninth in the bass) is unavailable. The 
first, second and third inversions of the ninth contain the same intervals as a chord 
of the seventh, and the figuring and treatment of the chord are the same, excepting 
that its root is decided by the resolution. 

T. The figuring for the inversions of this chord is the same as for the direct 
form and inversions of a chord of the seventh. 

The direct form of a chord of the ninth is figured ?. 
" first inversion " " ^' " " T. 

" second " " " " " " e 

5* 

" third " " " " " " 4 
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8. The following diagram will give the direct form and inversions in a 
major key. 



9 

7 
5 



5 j 5 



' I 



Add soprano, alto and tenor to the following figured exercises : 
Ko. 1. 



m 



-G—P- 



©~(2~©T 



i-T-G^--rG—P- 



^^ 



ifc^; 



-<s>-^- 



^-j-g^jg— si-g)-|-H 



-<!9— «^^- 



43 6 
5 



4 6 4 
3 3 



1^ 

4 6 7 98 
3 43 



TTo. 2. 



i^iifc 



■s^^-- 



# — I — H+^^-f^T^— «T^~?^T<5^ 



^-^= 



^:t:=t: 



^--si- 



76 6 



9 

7 



J- ^. 

• 6 5 
- 4 3 



» 



:i=-s>: 



f=^=f=i 



■©— f2- 



:5z:>_-?: 



! Q - 



4- 6 
8 



4 6 
3 



4 6 76 
3 56 



— -^- 



Write an original composition, illustrating diatonic chords of the ninth in a 
major key. 

9. The following diagram will give the direct form and inversions of the ninth 
in a minor key. 

















tt^ 


. h^ 


i^iJ)^b — 








tS> — 








^tfb 


c:> .. 


& 












9 

fl7 


9 

7 
5 




9 

7 


. 








I 




7 


7 

£1 




7 
5 






i 




1 .! t 






4 


'I 

3 


4 
3 


! 


I 

i 




4 
3 



Add soprano, alto and tenor to the following figured exercise : 



m^ 



.^i6,__pif__/t_i©- 



-^— #T^-©T^--#- 



IS 



Efc 



-251-6?: 



^— # 



i^—^—F—if 



-jtr^ 



5 9 

7 

ft6 



6 6 7 
5 5 



6 6 
6 



6 t;6- 



sa^EE 



btifi 



:i^=^t^ 



:©__f2. 



-s^-^- 



^ — ^ 



4 6 

2 



5 



7 

13 



■I — fis^. 



7 98 4tl 

5 



Write an original composition, illustrating diatonic chords of the ninth in a 
minor key. 
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10. The exemplification of diatonic discords will close with this chapter. In 
the use of these discords the observation is made that the root of discordant com- 
binations is known by the resolution. The following discord 



im 



was two resolutions that are quite common, 
M"o. 1. 

=2= 



No. 2. 



^^^ 



and 



1^^ 



* 



5 J 4 

The rule has been given that a diatonic discord must resolve upon a chord 
whose root is a fourth above the root of the discord (Chap. XI Y, Section 4). In 
illustration No. 1, the discord is followed by a chord whose root is G, and this root 
being a fourth above the root of the discord, then the root of the discord is D, and 
the chord is the seventh of D in the first inversion. 

In illustration No. 2, the discord is followed by a chord whose root is C, and 
this root being a fourth above the root of the discord, then the root of the discord 
is G, and the combination is the seventh, ninth and eleventh of G, the seventh 
appearing in the bass. For the exceptional progressions of the discords, see Chap. 
XI Y^ Sections 38 to 44, and fundamental discords on the dominant in following 
chapters. 

la a combination of discords, as the seventh, ninth and eleventh, there is an 
omission of some of the letters of the common chord ; the ninth causes the first to 
be omitted in an upper part, and the eleventh the third, leaving the fifth as the only 
letter of the common chord. When the seventh appears in the bass, as in illustra- 
tion No. 2, it is not discordant against any of the tones represented, and is therefore 
free in its progression. 



CHAPTER XYI. 

CHROMATIC C0NG0BD8, 

1. The student should review the chromatic scale (Chap. II, Section 18). 

2. A chromatic chord is one that contains a chromatic tone, or tones taken 
from the chromatic scale of the key represented, and that does not induce modu- 
lation. 

MINOR KEY. 

3. The tones appearing as quarter notes are the chromatic tones in the scale. 



& 



-jw^tjai- 



^' 



^- 



-flt 



^ 



4. A major common chord may be taken on the super-tonic of the minor key, 
of which the third and fifth are chromatic tones. 




The third letter of this chromatic chord may never be doubled, and in its pro- 
gression to the following chord must rise a second or fall a chromatic semi-tone. 

The chromatic chord on the super-tonic must be followed by some chord con- 
taining the diatonic fourth of the scale, or by some form of the key-note. 



I 



& 



-^ 



S 



fe 



^^m 



^ 



1 



\ 



1 



^# 



I 



^ 



m =^Aj=A m 



r-^ 



us 6 

# 4 



=t 



tS 6 



5. The first inversion of tlie chromatic super-tonic can be used, following the 
same progressions as in the direct form. , 




^ (fi^^^ 





^^m 



^^^ 
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Add soprano, alto and tenor to the following figured exercises containing 
chromatic super-tonic harmonies. 



§5^ 



:^;:p= 



-(2__|2L. 



■^-:^'-Ss^ 



m 



-gsH- ^— f-- - d f — g- 



±:=t::zs 



fl6 



tl5 6 7 
# 4 fl 



6 6 6 5 

13 4 4 U 



5 ' 



ss 



^fe 



j^E^E^^ y 



-^-5^ 



_f2__^_ 



- ^-f 



itiizt 



6 t]6 



b4 6 i;5 57 6 6 6 

"2 ft ii 4 



6 tl5 6 



6 ii6 u 



6. A major common chord ma^^-be taken on the minor second of a minor key, 
the root appearing as the chromatic tone. There is no restriction as to what chord 
in the key must follow this chromatic chord. 



EtI: 



:!• 



* 



iiifeEE^E^ 



S 



e=r 



-fe 



Se 



^^ 



T. The first inversion of the chromatic chord on the minor second can be 
used. In this inversion it is often referred to as the " Neapolitan Sixth." 



^m 



* 



S^^ 



?El^ 



|fe^ 



I I 



» 



hr- 



b6 6 5 

4 3 



b6 6 



* I 



§^ 



Be 



ILl^ 



^^^=E 



iii^; 



a- 



^^ 



be t|5 



6 be t] 6 



Note. — There are instances where this chord is used in the second inversion, but they are 
very rare. 

Add a soprano, alto and tenor to the following figured exercise : 



S 



ifezEl 



-G f2- 



a-: 



-0 — f- 



-0—-^- 



t:6 

4 



«1 

3 



b6 7 



§i^ 



L-E 



— i — 

tie 6 



-^ — ^- 



b6 6 
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The following diagram will give the chromatic chords and their inversions in a 
minor key. 



1 



^,^c^)zi=^ 



fee 



As a recapitulation of chromatic chords and their inversions in a minor key, 
add soprano, alto and tenor to the following figured exercises : 



-No. 1. 



9i# 



¥ 



-0--^. 



-:t=:i^ 



ztH^zjt 



m^ 



^. 



t 6 be 6 7 

4# 



tE^-^^^^^ 



-^•Z^ 



'-P--&- 



-t—^ 



P 



-g-^^ 



±ZflZit 



:?z^ 



H ^- 



it-zMi 



flS b 65 
No. 2. 



iE^ 



6 tl5 65 

S4# 



6 67 

i] '4S: 



gfei^a 



-0—0- 



itfie 



a 






t0-0 



^-f 



triMr*±±:i-tB 



«5 6 *a 

1(6 4 



(6 6 {5^ 6 $6 
J— 4 



I 



ife« 



p-#- 



^He^ 



_^_^_ 



^|i=sF^ 



f6 6 
3 



j;6 $6 6 i;6 

i4 '■ 4 

2 3 



6 6 7 

$S 4 # 



Write an original composition, illustrating chromatic chords in a minor key. 



MAJOR KEY. 



--¥- 



3EE5i: 



=^ 



8. The tones appearing as quarter notes are the chromatic tones in the scale. 

9. A major chord may be taken on the super-tonic of the major key of which 
the third is a chromatic tone. The third letter of this chromatic chord may never 
be doubled, and in its progression to the following chord must rise a second or fall 
a chromatic semi-tone. This chord can appear in its first inversion. 

10. The progressions of the chromatic super-tonic are the same as in the 
minor key (Chap. XYl^ Sections 4 and 5). 

Add soprano, alto and tenor to the following figured exercise : 



§4^ 



-0-^- 



=P=P 



F#^ 



tipz 



i 



6 -5 
4 3 



9liF=iE 



liizirtz 



___p_ 



« flT 
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11. A major common chord may be taken on the minor second of a major 
key, the root and fifth appearing as the chromatic tones. The uses of this 
chromatic chord and its progressions are the same as in the minor key (Chap. XYI, 
Sections 6 and T. 

A'dd a soprano, alto and tenor to the following figured exercise : 



:j2?2: 



ie=i3i 



bS 6 7 43 

4 



K '' 



±^ 



98 |25 6 

5 



56 



K 'r 



12. A major common chord may be taken on the minor sixth of a major key, 
the root and fifth appearing as the chromatic tones. There is no restriction as to 
what chord in the key must follow this chromatic chord. 



i 



^h 



^ 



>=l 



m (i 



i I 



I 



.^JEfcij 



--^^- 



M . fe~E-J=iJ=E 



:te 



^ 



I ■! 



§k=l 



13. The first inversion of the chromatic chord on the minor sixth of a major 
key may also be taken. 



^=.-:=^:=f= 



-r- 



* 



9:: 



— »-t^= 



* 



m 



IM^P 



^ m 



n 






^ 



Add soprano, alto and tenor to the following figured exercise : 

-i ^-r s ^ T~7^ V0- 



b5- 



6 b6 
4 \ 



C|.- -^ . -^ 


H ^ ■'-■J 


~-T > r- 


—5, — ^r- 


- ^ 


1 ! t*S>— ] 


h 


2L__iL_^J_j__t- 


==*— ^— ^-^ 


:_^__£^_?_ 


: F !^- 


-- ^ [— 


--S^ :' 


:r<r-^ 



b5 |6 7 
4 



6 5 
4 3 



k5 
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14. A minor common chord may be taken on the sub-dominant of a major ke}^, 
the third appearing as the chromatic tone. There are no restrictions regarding the 
progression of this chromatic chord. 



$EErt^ 



m 



M 



W3^ 



* 



(i 



9::: 



-M 



T-r 



* 



m 



Efe; 



■ft* -f^ 



'W 



m 



i 



^ 



wm 



-^- 



* 



15. The first and second inversions of the chromatic minor chord on the 
sub-dominant can be taken. 




jiz (2 (2 12_. 



3- 



* 

-Vs>— 



i 



9h 






Add soprano, alto and tenor to the following figured exercise : 



* 



n 



* 



^=F=^' 



^^-EEm 



t6 
4 



16. The first inversion of a diminished chord (Chap. Ill, Section 5) may be 
taken on the sub-dominant, the fifth appearing as the chromatic tone. There are 
no restrictions regarding the progression of this chromatic chord. 



V 


— s r# m — 


1 




]jfry — 


— ^ \rs ^ — 

— » l^g p — 


s- 


: g:: : 


C)T= 


— » ^ » — 

1 1 1 


^ ^ 


L — j5 1_ 

i 


■A ^ 









_ ~ _. 




^ M^^ r__^_ 


■ ci 



Add soprano, alto and tenor to the following figured exercise: 



V^ 



■&-r^ 



SIS 



n 



^5-^. 



'■^^^'-"6h-^- 



M 



-.^qs: 



.p_p- 



■Gh-^G- 



6k6 5 
4— 3 



6 6 65 

b i 43 



1-6 6 6 



I b7 



b5 ft 
3 I2 



6 5 
4 3 
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The following diagram will give the chromatic chords and their inversions in a 
major key. 



^E 



K 



t5 



K 



[5 



As a recapitulation of chromatic chords and their inversions in a major key, 
add soprano, alto and tenor to the following figured exercises : 



•No, 1. 



* 



_^_._^_ 



-G |5i- 






-^ — tf-- 



-A~^ 



4 6 
3 



|6 5 
^3 



■\^ 



pife 



;#E^=-=-ztS 



^ 



:^-^M=^— — — — ^- -f— ff 



rizq: 



1-^^^=*= 



H- 



:^ 



£5 6 



i-^-^ 



|6 5 6 



6 |5 |6 6 4 

3 ;g 3 



griEfe 



:^ 



-^— #- 



gH-# — # 



:^=^ 



# — # — ^ — ^- 



:^=^ 



isL-:^ 



:fc:?=t 



— 6 



# £7 



(26 |8 6 4 6 k6 6 7 

I # 4 2 I 4 



No. 2. 



§fe 



-^— ^ 



tizitzh 



k6 6 5 4 6 
b 43 2 



6 65 6 K6 5 
43 tr 



I 6 7 4 
4 2 



[26 6- 



§!#= 



_^__^_^_ 



-j^-=.w=w- 



m^t: 



-0—WW-'- 



x.-=f=X=±t 



-^^ 



b5 



b.5 4 
3 



b b6 

b 



6 65 
I 43 



L5 4 



7~ 



Write an original composition, illustrating the use of chromatic common chords 
in a major key. 



CHAPTER XYII. . 

FUNDAMENTAL DISOOBDS. 
1. When a tone is sounded, a series of harmonics arises in the following order : 



(i 



3Eg 



etc., etc. 



I^iis series of tones, containing a major third and a minor seventh, will suffice 
for the present purpose. In the use of diatonic discords, the rule that every discord 
must be prepared (Chap. XI Y, Section 5) was presented, but from the above illustration 
the discord enters the combination without having previously been heard, and is 
therefore not prepared. There are but three tones in every major and minor key 
which can appear as generators or roots of chords containing unprepared discords, 
and they are the Dominant, Super-Tonic and Tonic. 

As the third springing from the root sounded is a major third, then the chords 
built on the three tones named would be major chords in both major and minor 
keys, and would appear as diatonic or chromatic chords according to the keys in 
which they appeared. 

In a major key the Dominant chord would be diatonic. 



In a major key the Super-Tonic chord would be ehromatlQ. 



# 



In a major key the Tonic would be diatonic. 



i 



9!^ 



I 
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In a minor key the Dominant chord would be diatonic. 



iF:^ 



In a minor key the Super-Tonic chord would be chromatic. 



(P^p 



s; 



gfc 



In a minor tey the Tonic chord would be chromatic. 



F^^i 



iipi 



These three chords constitute what are termed Fundamental Chords, and to 
them may be added without preparation the discords that spring from their roots 
as generators, and are termed Fundamental Discords. 

They are not prepared, and have various resolutions. 

2. The discords are the minor seventh on the Dominant in both major and 
minor keys. 



i 



(p ^=BP^^ 



k- 

The minor seventh on the chromatic Super-Tonic in both major and minor keys. 



pt 



4^^&=i 



EE 



I 



The minor seventh on the Tonic in both major and minor keys. 



{$m 



m 
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The minor ninth on the Dominant in both major and minor keys. 



I^g 



-f 



T*- 



The minor ninth on the chromatic Super-Tonic in both major and minor keys. 



,ii=Pi 



SEE^E 



The minor ninth on the Tonic in both major and minor keys. 



m 



m^ 



&- 



The major ninth on the Dominant in a major key only. 



^i^ 



The major ninth on the chromatic Super-Tonic in a major key only. 



m^sm 



The major ninth on the Tonic in both major and minor keys. 



i^feiil^ 



The eleventh on the Dominant in both major and minor ^eys. 



m 



m 
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The minor thirteenth on the Dominant in both major and minor keys. 



i 



:^ 



f 



ife^ 



# 



& 



keys. 



The minor thirteenth on the chromatic Super-Tonic in both major and minor 



l^fefeil^ 



i 



E 



i 



The minor thirteenth on the Tonic in both major and minor keys. 



9- 



EEH 



The major thirteenth on the Dominant in a major key only. 



Up 



The major thirteenth on the Tonic in a major key only. 



I 



§1: 



8. Every unprepared discord whose root is the Dominant, Super-Tonic or 
Tonic, may, like the leading note (Chap. lY, see exceptions\ be transferred from 
one part to another, but must resolve in the part in which it last appears. " 

^ ^ ti: ^ 






f — ^- 



=3=: 



=E=3 



m 
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L Fundamental discords are founded on major common chords. 



DOMINANT SEVENTH, 

5. The chord of the Dominant seventh is the major chord on the Dominant in 
either major or minor keys, with the minor seventh from its root added. 



^^ 



w 



fck 



6. Some of the characteristics of this discord are to be found in Chap. XIY, 
from Section 38 to the end of the chapter. 

1. There are two progressions of the Dominant seventh — to the chord of the 
Tonic and chord of the Sub-Mediant in both major and minor keys. In neither of 
these progressions does the leading note or discord violate the rule regarding their 
progression. 

The third in the chord of the Dominant seventh rises a second, and the seventh 
falls a second. 



(|^^^^^^EE|^,=ii5E^ 



( 



n 



^ 



8. The Dominant seventh also resolves upon the chromatic chord on the minor 
sixth in the major key (Chap. XVI, Section 12). 



=j=&= 



i^ 



9. The Dominant seventh may resolve upon an inversion of the Sub-Dominant 
in both major and minor keys, the seventh remaining to be a letter of the following 
chord. 






( 



EiE 
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10. The Dominant seventh also resolves upon the inversions of the chromatic 
chord on the Sub-Dominant in a major key (Chap. XYI, Section 14). 



•^ I II i 



^ 



ip=^' 



'1 



11. The Dominant seventh also resolves upon the chromatic chord of the 
seventh on the Tonic (Chap. XYII, Section 21) and its inversions, in both major and 
minor keys. 



x/ i~ r I r r ■ ^ r 

* :J: :!: 



bT 



4 6 

3 b5 



|E^=|=|=?=| 



l*^c 



i^Ei^=l=^iE^^ 



* 



* 



&a 



mil 



J hi 



te 


6 


7 


X,^ 


6 


4 


b5 




4 


6 


3 






b 


t] - 



12. There is a characteristic peculiar to the Dominant seventh, the effect of 
which is not to be felt from any other discord, i. e., as the closing chord to a rhyth- 
mical period, or having a hold written over it. 



m 



-*— i.-^ 



^^m 



d-^-M —sn -W: 



3^: 



a-7^ 



#: 



Ei3EgE 



[mm 



i5iz£:::=5=5: 



If 
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13. The diminished chord on the seventh degree of both major and minor keys 
(Chap. Y, Section 3— Chap. YIII, Section 1) is the chord of the Dominant seventh, 
with the root omitted. 



(i^iEE^EfeEi^ 



( 






Add soprano, alto and tenor to the following figured exercises : 

Wo. 1. 



is^ 



=t 



-»!—•- 






-fi—0- 



m 



4 6 
3 



4 4 
3 2 



m 



-^Mft-ii^- 



Z^ZZ^IZ^ 



tEtEE^ 



^^ 



-P-W- 



7 6 



m 



3 5 

-9- 



tl 6 7 

4 



% 



b:6 i]5 t!7 6 5 

\t % 4 3 



t6 5 7 b6i;6 5 
4 3 4 — 3 



ITo. 2. 



giEE 



-#-^^ 



itzfzifrV 



_j^_^_ 



^^ggi&^ 



#— ^ 



z^izpzc 



7 6 6—6 6 
4 43 5 



6 4 
3 



4 6 6 65 
3 43 



:p=L 



E^ 



4 6 4 
2 3 



No. 3. 



agpEs^ 



-^-~id- 



-^—ft- 



t;6 6 6 6 j; — 6 f6 

4 4 

3 3 



_^__^_ 



- 1 h 



i] 6 t4 . 6 7 6 

5 2 J] 4 



6 7 

4 i] 



IsTo. 4. 



a 



r-*: 



fc:=f= 



-)2 p 



it=: 



-^ — ^- 



1 



65- 

43- 



6 #6 
4 
3 
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14. A minor seventh can be added to the chromatic chord on the Super-Tonic 
in both major and minor keys (Chap. XYI, Sections 4 and 9) without preparation. 



imm^^^^ 



l,jg^.£Egi3JgE^g=E 



7 6 



T t;7 

5 
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REMARKS. 



Chap. XVII.] 



DANA'S PRACTICAL HARMONY. 



101 



15. The progression of this chord and the treatment of third are the same as 
in the chromatic common chord on the same tone of the scale (Chap. XYI, 
Sections 4 and 9). 

16. The seventh in this chord must fall a second, or remain to be a letter of 
the following chord : 





"tifi— jj^*-" 


-"^= 
" 


— I — 
t 


= :li_ut| J5>_: 


?^|- 


— # 


^:- 




fi 


1 


-Tb J—f- 


— i — > — h 


^ 






-V- 


z:^-b— '— "-: 


—f- 


-h— h 



It. It is used in the direct form and the three inversions. 






^ 



i?cri?r 



* 



\ 



tl7 $6 6 J4 
4 tS 2 

3 



18. When the seventh in this chromatic chord remains to be a letter in the 
following chord, it can be doubled (appear in two parts), and one part is free to 
leap as a concord. 



m 



-^=^- 



^!#. J0. J0. J0. \ ^J0^ 









I 



- 7 6 



4 4 
3 



19. The seventh can also leap without being doubled when the fifth in the 
chord of the seventh goes in the following chord to the letter that was the seventh 
in the chromatic chord. 



(i 



# 



ii 



mi 



20. In the second inversion of the chord of the chromatic seventh on the 
Super-Tonic, the root may be omitted and the seventh may be doubled. 



]^^ 



d^ 



m^ 



-^ 



W 
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MAJOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a major key; 

No. 1. 



Mil 



t 



3;R«-»-i*- 



i 



_^_^_ 



:^_«_ 



=P=#^«- 



zM-tf- 



i-t^^ 



& 



-^— #- 



-^—0- 



plir 



dsi 



-^—0- 



7 ky 



4 4 
3 2 



-^_.^_ 



_^ L 



ilZlb 



:?E£Ei^EteE^^iE^i^ 



5 7 
3 # 



4 6 6 J[6 tjT 

3 S:4 t;5 4 
2 3 



6 8 t]7 #6 

4 5 4 

3 



No. 2. 



& 



-#-T-^ 



_,_^. 



_^__^ 



_^_^ 



-g>— ^- 



6 65 
5 43 



ILuii 



P=^ 



4 6 
3 



7 6 



6 4 6 7 6t37 
5 2 # 4 



mgsE^m. 



-&T- 



f 6 6 5 6 
4 43 5 



6 #6 
4 4 



i;5 



No. 3. 



^_^ 



6 5 1-4 6 
4 3 2 tl5 



^S# 



7 6tl7 
# 4 



:'-F-?-f- 






eS: 



_^_^_^_ 



F^— ^— #- 



#-^ 



^ttftfcfizf: 



4 tl 6 6 7 
3 4 



t,4 6 6 
2 t^5 



6 6 7 
5 4 



6 6 7 4 6 4 

4 5 H 2 3 



76 6 7 
4 



Write an original composition in a major key, introducing the chromatic chord 
of the seventh on the Super-Tonic. 



MINOR KEY. 



No. 1. 



EEif 



^ 



m 



=zit=~t:^ 



7 

1 



Efe 



0-^- 



-01. ^« 



i 






14 
2 



6 p 
4 
3 



II 



r 



N"o. 2. 



Jj ^^^E^ gE^g 



#=^ 



3e^eM^e^ 



#-_^i 



^s 



iitfi 



-1^ — — 8- 



* S^ %- 



~^—0 



# J 6 if 
t5 4 



6 #6 #4 6 t;5 
5 4 '2 if 

3 



tfeEfcfefaJ 



fcjz 



Hvtittit^iltrf-*^ 



»_eSe 



1---^T- 



:#^-=tfi 



=#^ 



r.^i= 



6 5 7 7 6 46 £6 6 ftS t]7 6 *4 
4. % tb t 4 f 4 5 *4 1 5 2 

8 _ 3 2 3 t] 



6 6 tl7 #6 6 7 
4 5 4 4 $ 

U 3 



Write an original composition in a minor key, introducing the chromatic chord 
of the seventh on the Super-Tonic. 
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GHBOMATIG TONIG SEVENTH. 

21. A minor seventh may be added to a major chord on the Tonici in both 
major and minor keys. In a major key the seventh is a chromatic tone, 



i=i= 



and in a minor key the third is the chromatic tone. 



ffi 



^^ 



m 



22. In order that this chord shall not induce modulation it must be followed 
by a Dominant discord or a Super-Tonic discord. 

23. The third in this chord cannot be doubled, and in its progression must 
either rise a second or fall a chromatic semi-tone. 



I^ig^g^ 



^::: 



vm 



b7 re 

4 



h7 



1 



24. The seventh in this chord must either rise a chromatic semi-tone (to the 
third letter in the Dominant discord), 



l^fei^i^^^ 



( 



^ 



m^ 



|j7 



3 



or fall a second (to tlie fifth letter in the chromatic Super-Tonic discord). 



I: 



i^ 



;fe 



^ 



te 
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25. This chord can appear in the direct form and three inversions in both 
major and minor keys. 



]=::=]= 



H^u^i=^=M^■ 



m^ 



* 



jj^ ^CT^^^jTz^T^ '^ 



h5 



26, In the second inversion the root may be omitted, but the seventh cannot 
be doubled, as in the Dominant seventh (Chap. XI Y, Section 42) and chromatic 
Super-Tonic seventh (Chap. XYII, Section 18). 



MAJOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a major key : 
No. 1. 



-^ i^v— ^ 



^"^^ 



-0—^ 



-0-f^ 



- gH-a^ v-a^- 



-^_^: 



ZiTlffT. 



Elf- 



k 4 



#6665 
b 4 3 



\lT- P 

4 



b6 6 6 6 m 

I2 4 h6 5 



_k^_. 



.^±^ft 0- 



-^—0- 



-W^^ 



i^. 



itzilz 



;^^3z£ 



4 — — J6 6 4 6 
2 — — 4 4 2 
3 



6 4 6 r4 6 

4 2 tS '2 



b 6 7 



No. 2. 



aj^ig 



-^-0-^- 



=^=q_ 



-^— #- 



tJliZi^tjt 



lit^ 



— i 1 — l-ji-H- 



ipiqi— /izzt 



t;7 S6 6 
4 



65 6 
43 



t;7 7 6 5 6- 
# 43 t;5- 



I 



f4 6 6- 

■2 t;5- 



6 6 4 7 

5 4 t;3 s 



piiy 



^ — #- 



-f — 



E^EfE^fEfc 



I^EE^E 



-0 — ^ 



_^-_^_ 



4 J6 6 4 6- 
2 4 4 2 



4 6 

2 5 



6 6 6 £6 6 

ti5 5 4 ■ t;5 



f6 6 7 
■4 J] # 
3 



Write an original composition in a major key, introducing the chromatic chord 
of the seventh on the Tonic. minor key. 

Add soprano, alto and tenor to the following figured exercises in a minor key: 
No. 1. 



iggg 



Vi^ 



f.. — ^: 



;£?zzt 



?Efe^'3 



-© — #-. — •- 



£f=:t 



?:^Efc 



£6 666676 65 

4 4 5 1'5 4 ■ fl 



7 — 16 
tl - 4 



6 6 6 7 
4 5 5 t] 



ja a pg^feJEfefe gg^g^g Pi^gg sigiiBsp 



£4 :r6 « £4 6 fi 5 £4 6 ^4 .6 



7 6 7 

|5 4 I, 



REMARKS. 



REMARKS. 
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^P^SE^^ 



— 1-^ — I — j- 



-0 # #- 



7 7 6 6 



m^^^^^^ 



6 7 — 

4 « - 



6 6 6—6 6 6 
5 5 4 — 4 b 



ifi^ 



-# — ©- 



p'^:^ 



£^^S 



W^iW^^W- 



■I 1 1- 



6 ;g6 #6 6 

4 \ * 4 

|3 



14 _ /6 — — 6 7 



Write an original composition in a minor key, introducing the chromatic chord 
of the seventh on the Tonic. 

27. The following diagrams will give the fundamental chord of the seventh in 
botli major and minor keys on the Dominant, Cliromatic Super-Tonic and Tonic. 

MAJOR KEY. 



Dominant 7th. 



J 



Chromatic 
Super-Tonib 7th. 



*l 



Chromatic 
Tonic 7th. 



b7. 



h5 



3 



MINOR KEY. 





















b„ 


H^ 


br= 


h-<> ■ 


^ 


U^ b^ -^_,,g^_^ 


=^- 


-«^Z7- 


=^ 


r :n^: 


-P- 


— j — ^ 


Dominant 7th. - 




3 






^^ 




7 








6 
5 


Chromatic 
Super-Tonic 7th. " 


16 




7 

1 








6 
5 






«2 
3 






Chromatic 
Tonic 7th. 










6 

I78 






1?3 






t;4 
2 





CHAPTER XVIII. 

THE DOMINANT MINOB NINTH. 

1. A minor ninth may be added to the chord of the Dominant seventh (Chap. 
Xyjl, Section 5) in both major and minor keys without preparation. 
3. In a minor key the ninth is a diatonic tone, 



fe 



Eii 



and in a major key it is chromatic. 



\&^z 



-M^ 



i 



1^. 



zf 



3. There are two resolutions of the ninth. 

1st. It may resolve while the rest of the chord remains, 
a. To the root of the chord of which it is the minor ninth. 



i 



:i2fz 



:S 



iitii 



k- 



WE^^^^m 



6, To the third of the chord of which it is the minor ninth. 



:=**: 



— 3— 



Izl2izi$=— I 



I 



7 — 7 — 

2d. It may resolve to a chord having another root. 



%^ 



±, 



mS: 



\s= m^ m 



Remark. — There are other resolutions of the minor ninth which may be considered excep* 
tional^ as the minor ninth rismg to the major ninth, etc. 
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4. If the ninth resolves upon the root (Section 3, a) the root may be sounded 
in the bass with it, but should not be sounded in any other part ; consequently the 
root is omitted in all the inversions of this chord. 

5. There are the direct form and four inversions of this chord. 



Resolving on the root of the same chord. 



:kil 



LfeiEi 



fc 



^^ 



-f- 



-^. 






129 8 

7— 



b7 6 
5 — 



6— 
3— 



[23 2 



Resolving on a chord of another root. 



* 



ifcii 



*E|EiE^=^El3^N 



m 



^_ *_ 



^=t 



b9 


b7 


7 


5 


3 


3 



t5 



4 

h3 



Resolving on the third of the same chord 



'=H 



f 



±t: 



i^ 



~as- 






^ 



1^9 3 

7— 



|j5 6 
4— 
3— 



h3 4 
2— 



The above is the figuring for the minor ninth in its various inversions. The 
absence of the character of depression (|^ or tf) before the nine would gi^^e the 
figuring of a major ninth. 

MAJOR KEY. 

Add soprano, alto and tenor to the following figured exercises in a major key, 
containing the resolution of the minor ninth upon the root of the chord. 
Wo. 1. 



PS 



3^ 



:S 



b? 



b7 6 6 
5— 



6 4 6 b7€ 
3 5- 



il 



-f-#- 



^ 



^-^- 



i^&=i5=i 



6 5 
43 



No. 2. 



i;5 (:5 4 

3— 



4 — 
2 — 



*4^ 
3 



tj 



p#: 



rf: 



-^-^ 



:33 



-._^:t:t^^. 



*:; 



riis^^^S 



7— 



t!7 6 
6 



6—6 4 

t5 4 3 
3— 



i ~ 4 
2 



6 4 
3 
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MINOR KEY. 

Add soprano, alto and tenor to the following figured exercises in a minor kej^, 
containing the resolution of the minor ninth upon the root of the chord. 
No. 1. 



iii^, 



^fct 



g= fe 



^-. 



ipTiipZ 



-tzt-i- 



#^# 



:tt 



-0-^-0 ^- 



12 



6 7 

4 J} 



98 

7— 

li- 



te 

4 
3 



t:4- 



6 56- 



1^ 



^e 



-M^ 



» 



ipz^z^ 



EEl^ 



#::;r^^- 



£4- 
32 



tl6— 6- 
54 
3^ 



t6 (4- 
4 2- 



12- 



-^•5 



11 



ZilfLT- 



fzifqknfc 



zEE 



:tt?iz#: 



-s^-- 



6 5 

4 B 



6 — 

t;2 - 



134 6 
2 



tie 

4 



X^ #e 

2 4 
3 



$2- 



17o. 2. 



§ii 



^= 



i — g)- 



98 

7— 



f6- 
54 
3— 



f4- 
3 2 



^ 



3 



#4- 
*3 2 



65 
43 



4 — 

£2 - 



6. If the ninth resolves upon the third (Section 3, h) letter of the same chord, 
the third must not be sounded in any of the parts together with the ninth. 

7. With this resolution of the ninth there is no first inversion of the chord, 
and it is rarely used in any but the direct form, 

8. When the ninth resolves upon the third of the same chord, the seventh may 
be omitted and the root doubled ; but when the ninth resolves upon the third, the 
root must proceed to the seventh. 



S: 



^: — '"F 



bS 



;t: 



1 



± 



ElE 



9. The resolution of the minor ninth is made -by rising an augmented second 
(Chap. lY, Section 1) or falling a diminished seventh. 



p^:=L=^, p 



MAJOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a major key, 
containmg the resolution of the minor ninth upon the third of the chord. 



REMARKS. 



REMARKS. 
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i^# 



ISTo. 1. 



zVw-- 



:J:i:_-^_ 



-(5-_ 



_<5 ,2_ 



6 [j5 6 6 5- 

4— 43- 

3— 



b3 4 

2— 



J^rk 



No. 2. 

.p — 



-/5__^_ 



=^I2^ 



-J.-=±Z±L 



-^-■f-^ 



^9 3 
7- 



b5 6 
4— 
3— 



6 5 lj3 4 6 6 6 5 b6 6 7- 
4 3 2— 4 4 3 4 6- 

4- 



4 4 
2 



MINOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a minor key, 
containing the resolution of the minor ninth upon the third. 



§ig^_ 



^- 



=q=z=c=z:i? 



-a- 



-^ 



b $6 6 



«6 



j: 3#4 6 



IP 



M 



-r 



10. When the minor ninth resolves to a chord having another root, the entire 
chord changing (Section 3\ the progression is to a chord whose root is a fourth 
above ; namely, the chord of the Tonic, The minor ninth then resolves upon the 
fifth letter of the Tonic. 



i 



Efe 






EEMARK.—There are exceptional progressions of the resolution of the entire chord. The 
chord of the Dominant minor ninth can resolve upon a chromatic Super-Tonic discord, the ninth 
and seventh each rising a chromatic half step, 



i 



-Jliz 



lftj 



OTxipoa a ^kromatio Tonic discord. 



6 7 6 

3 •# 



^^ 



h- 



^mm 



l?9 fe7 



no 
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11. In the third inversion of the minor ninth, where resolving upon the Tonic 
chord, care should be taken in its resolution to avoid consecutive fourths (Chap. 
I Y, Section 8). Let the fifth letter of the Dominar.t rise to the third or fifth of 
the Tonic. 



i 



9^ 



MAJOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a major key, 
containing the resolution of the ninth to a chord having another root. 

IsTo 1. 



ss 



dz 



^_^4_____^^__^ 



6 

b5 



z\z=\z 



6 l29 
4 - 7 



b7 6 1^9 6 J6 137 4 

5 4 7 4 4 |j3 

3 



IZZNI 



-P^ziiizqiz^ 



No. 2. 



?lfc^ 



s^ 



-^•_ 



5tt 



■0- ■^' -^ -^ 



% 



T=^-=--= 



-\ 3- 



i;2- 



MINOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a minor key, 
containing the resolution of the ninth to a chord having another root. 
No. 1. 



sa 



E^lz 



=t=ll 



dz 



-^ 5/- 



1= 



- fl 



6 £6 
5 
3 



is-^^£3 



-i- — Gh—G- 



:p=t 



:^i=#- 



6.65 6 £6 

52 4fl 5 

3 



No. 2. 



-5»i- 



fl - t;4 

3 



*^=^^^ 



6 7 

4 J] 



::J=-^~ 



i:4 6 

3 



65 
43 



*l 
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Ill 



16 
5 



6 |^4 
4 3 



6 



Add sopranOy alto and tenor to the folio win o; figured exercise, containing the 
resolution of the root to the seventh, while the ninth proceeds to the third (Chap. 
XVIII, Section 8). 



^*^^e^:^ii^ 



± 



fe9 3 
87 



6 5 6 b5 6 
4 3 4 3 



Il9 



b9 



Write orig.na. compositions in both major and minor keys, illustrating the uses 
of the minor ninth on the Dominant. 

MAJOB NINTH ON THE DOMINANT. 

12. A major ninth may be added to the Dominant seventh without preparation, 
hut in a major key only, 

Reaiakk. — In the harmonic minor scale the sixth interval is minor ( Chap. Ill, Section 9 \ 
and only as such can appear as a member of a chord ; as the major sixth never appeal s in a minor 
dzatonic scale, except as a passing note (( hap. XI, Sections 11 an4 14), consequently there can be 
no major ninth on the Dominant in a minor key. 

13. The resolutions of the major ninth are the same as those of the minor ninth 
(Chap. XYIIf, Section 8). 

14. The characteristics of the major ninth are the same as those of the minor 
ninth, with the single exception that the major ninth should not be sounded below 
the third, and there is, therefore, no last inversion of the chord when resolving upon 
the root. 

Add soprano, alto, and tenor to the following figured exercises,. containing the 
resolution of the major ninth upon the root. 



m, 



li^i 



3^E 



,2 0- 



-^—9- 



-^— # 



7— 



6 6 
4 



76 
5— 



% 57 



3 2 
6— 



i! 



-G-\-^- 



-A ^ #- 



-jtrJz 



jtuii 



-.Mz7i!L±zt. 



#6 6 
*4 4 
3 



6 7 



Add soprano, alto and tenor to the followinoj figured exercises, containing the 
resolution of the maj(<r nintih upon the third of the chord. 

No. 1. 






J^-rk 



SE 



-^-0- 



m. 



-0—^- 



iti 



Vzitit 



-5) G- 



ISTo. 2. 



56 
4— 
3— 



34 
2— 



7— 



!5:± 



_^_ _^ 



93 

87 



65 
43 



56 
43 



6 9 

4 8- 



9 3 

8 7 
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Add soprano, alto and tenor to the following figured exercises, containing the 
resolution of the ninth to a chord having another root. 



No. 1. 



i^zqn 



-! — ^ 



=^-f= 



-ji—g- 



±—-h 



6 4- 



4 6 
3 



:*=- 



±r-^ 



ZJftlil 



Jzit^ 



itr- 



-Ji=z^ 



7 



K"o. 2. 



46664 66 646#6t;6 64 66 6tlT 

3 43 5 3 43 5 4 



iil 



=?=p=T=#=P= 



^^:^=^pi=S=T- 



4 6 6 6 
2 5 



65 6 4 6 
43 3 



#6- 6 i;7 

4 



Write original compositions, illustrating the use of the major ninth on ,the 
Dominant. 

SUPEB-TOmC MINOR NINTH, 

15. A minor ninth may be added, without preparation, to the chromatic chord 
of the seventh on the Super-Tonic (Chap. XYII, Section 14), in both major and 
minor keys. 

16. In a major key the ninth is chromatic, and in a minor key diatonic. 

I 



1^^ 1^1^ 



IT. The resolutions of the Super-Tonic minor ninth are two : 
1st. It may resolve while the rest of the chord remains. 
a. To the root of the chord, of which it is the minor ninth. 



m 



>^=F^F=^: 



-'¥■ 



m 



#= 



X 



mi 



h. To the third of the chord, of which it is the minor ninth. 



;i* 



=ba-i: 



Egg 



k^=M^ 



^-^ 



^-^ 



■^- 



k^™^: 

^^^m 



1^- 
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2d. It may resolve to a chord having another root. 
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18. If the chord resolves upon one having another root, it must be followed 
either by a Dominant discord or an inversion of the Tonic harmony, as given in the 
preceding illustrations of resolutions to a chord having another root. 

19. The minor ninth, in resolving upon a chord having another root, must 
either fall a second or rise a chromatic semitone, or remain to be a letter of the 
following chord. 



mm^ |ii^ ^^ 



20. All other characteristics of the Super-Tonic minor ninth are the same as 
those of the chord of the Dominant minor ninth (Chap. XVIII, Sections 1 to 12). 



MAJOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a major key, 
containing the resolution of the minor ninth upon the root, third, etc. 



No. 1. 



pa 



m 



£9 8 

7— 
#- 



je- 
ts 4 

3— 



^6 



4 3 

7— 



^i^^m 



'\*- - 



^^ 



CF=^=T=^=^i^ 



1^1 



57 6 
5— 



Pr- 



Wo. 2. 



y^t 



?J3 #6 

r— 43 



5 d 



*43 



ti7 
5 



«1 



J6 
t5 



§# 



i^ 



-^—^ 



-P-#- 



*6 5- 
43- 



Jt4 



■J4 £7 
t3 t5' 



wAt 



ij 



IgsgEg^l 



»2 



J2 t;5 4 



#^ 



t]7 J6 9 8 

6 4 7— 

3— 
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MINOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a minor key, 
containing the resolution of the minor ninth upon the root, third, etc. 



Q}^ 



=1= 



^ 



m 



4-'l3 



9 6^7 

7 4tfl 



7 6 em 
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-H- 



t4- 



£4- 
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t5 



J}— 



- 3 2 


i'*^ 
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J '1 ! 
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f 


. _#_ 


- ^^ - 


l»i K ■ 1 ■ 





w 


^ 


^ 
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-^ W L L|^i 


m 
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■ d 


, ,1^, 7.. *^-. 


- . \ .. .. 


■ L_, t-^: 




--4^J+^ : 


L— y©' — J 


1 







16 6 t4 
5 4 b 
3 



t4- 
#2- 



tl4- 



SUPEB-TOmO MAJOR JSTJOSTTK 

21. A major ninth may be added, without preparation, to the chromatic chord 
of the seventh on the Super-Tonic, but in the major key only. (See chapter on 
'' False Relation," which debars its use in a minor key.) 

22. The resolutions of the major ninth are the same as tliose of the Super- 
Tonic minor ninth (Chap. XYIII, Sections 16 and lY). 

23. All other characteristics of the chromatic Super-Tonic major ninth chord 
are the same as the major ninth on the Dominant (Chap. XYIII, Sections 12, 13 
and 14). 

Add soprano, alto and tenor to the following figured exercises, containing the 
resolution of the major ninth upon the third, root, etc. 



^■^ 



-^ 



-p—t 



EEE£ 



65 
43 



9 b7 
7 3 



76 
5- 



65 
43 



;|f-fe 



£g 



7 4— 
5 32 



J ^4— 6 7 

t 32 [5 6 

TONIC MINOR NINTH. 



65 
43 



1 24. A minor ninth may be added, without preparation, to the chromatic chord 
of the seventh on the Tonic, in both major and minor keys. 

25. In both major and minor keys the ninth is a chromatic tone. 



^ 



^=&. 



5^1 



m 



^E^3= 



9 
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26. As in the case of the minor ninth on the Dominant and Super-Tonic it can 
resolve en the root or third of the same chord, or up.on a chord derived from 
another root. 

21. If resolved on the root or third of the same chord, the minor ninth 
observes the same rules as in the minor ninth on the Dominant. 

28. If resolved upon a chord derived from another root, the resolution of the 
chord would be the same as the chromatic chord of the seventh on the Tonic (Chap. 
XYII, Section 22) ; that is, to a Dominant discord or a Super-Tonic discord. 



i 



L^EEfcEE^^; 



-^ 



>> ii< 



is»si 



7 

1 



'I 

3 



29. If the ninth falls a second, the root should not be retained as a note of the 
following chord. 



i^^^ 



iM 



t? " 



MAJOR KEY. 



Add soprano, alto and tenor to the following figured e:Jtereises in a major key, 
containing the various resolution of the Tonic minor ninth. 



pi^ 



_^-^-^^ 



_i u 



^tt^ ^"^ 



3tSz 



K9 8 7- 
8— 



b^ 7 
3 h 



zfzt:^ 



I 



^^k=^^ 




luL^^ ^^ ^SE^E^ife E 



ZLZZZIZ 



p- 



6 4- 



-0-^-0- 



|6 $6 6 ■ . ■ ■ 8 7 6 
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7 

f5 
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MINOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a minor key, 
containing the various resolutions of the minor ninth. 



gsa-Et 



m 



i- 



± 



-G- 



m^ 



IpIZ^ZI^ 



T-r-w- 



b9 8 7 

7- # 

fi- 



bs 7 

,. 7 |5 



6 [27 6 ^6 
5- "6 

|3 



65 

4# 



|6 7 

%1 



^4- g6 
t3 2 



ato' 



^=^; 



=#£ 



:fc 



tbi-i 



65 

4# 



f4 #6 |j6 
b3 4 



#4 
k3 



|2- 



6 £6 

^ 4 
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rOiVJ(7 MAJOR NINTH, 

30. A major ninth may be added, without preparation, to the chromatic chord 
of the seventh on the Tonic, in both major and minor keys. 

31. This chord contains all the characteristics to be found in the chromatic 
Tonic minor ninth chord (Chap. XYIII, Sections 24 to 30). 

32. As in the case of the Dominant major ninth, the Tonic major ninth should 
not be sounded below the third. 



MINOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a minor key, 
containing some of the various resolutions of the major ninth on the Tonic. 



^m 



-bffL 



:t&^_b._* _,. 



I 



*- 



s/---<g--i*- 



^-=s=^ 



9 8 |6 

■7- \ 

5— 3 

|3 



6 #6 ^1 
3 3 



f4 6 i2 6 

3 ^ 



6 6 6 6 7 5 7 6 

6 4 |2 4 I 8 3 b5- 
fi 3 



m 



fegEi^lfeSai^ 



ff| h- 



i^TiTr: 



-/2- 



■.'— -d^-f- 



=^\IZ 



-v~--V 



£4 6 b6 
2 



6 16 7 ■r4 6 ^4 f6 6 -6 l:[4 7 6 6- 

|2 4 # '2 "^3 4 4 5 *2 KS 6 4- 

3 3 I ^ 



|6 7 

h3 



MAJOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a major key, 
containing some of the resolutions of the major ninth on the Tonic. 



§i|fe^£^Eg^gg 
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r=txS*:^r^=ifzt;te:.e 



^^m 



« 
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_©•_ 



9 8 £6 6 

£7- '4 
6— 3 



-© ^ 



6 f6 ^7 
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6 6 
5 4 
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2 4 3 3 |5— 
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±^ 



4 6 ^6 6 , 6 f6 7 4 6 

2 . 'I 6 #a 4 J 2 

I 3 
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3 4 4 5 2 £5 6 4-^ 
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GHOBD OF THE DIMINISHED SEVENTH 

33. The student's attention is called to what in most works is classified as the 
diminished seventh chord ; and also that it is built on the leading note of a minor 
key and consists of a minor third, diminished fifth, and diminished seventh. 



fc 



& 






-"mr 



:§§ 



m 



In diatonic writing there would be but the one chord of this character, and 
that, as already stated, appearing on the leading note in the minor key. The chord 
of the diminished seventh is the first inversion of a minorninth chord (Chap. XYIII, 
Sections 4 and 5), and as there are three minor ninth chords in chromatic writing, 
there would also appear three first inversions or diminished seventh chords in both 
major and minor keys, namely : 

The first inversion of the Dominant minor ninth. 



i^ 



9- 



* 



'mfm 



The first inversion of the chromatic Super-Tonic minor ninth. 



^E^E^ fi^feJ 



The first inversion of the chromatic Tonic minor ninth. 



-M 



Pi| 



Fundamental discords are founded on a major common chord. 
As the major common chord and its discordant tones are built by adding thirds 
from the root, 

J! 




there is no difficulty in deciding the derivation or root of a chromatic discord. By 

properly naming the chromatic tones in a key, and arranging them so that they 

stand at the interval of a third from one another, and then adding thirds below 

until a major common chord appears, it will give the derivation of a fundamental 

discord : 

To illustrate. Arranged Third-wise. Added Third below. 



g^ ^n i*^p 



The root is A, or rather the chromatic Super-Tonic minor ninth chord in the 
key. In some of the inversions of the chromatic Super-Tonic minor ninth it is 



118 



DANA S PRACTICAL HARMONY. 



[Chap. XVIIL 



common to write the ninth as a sharp of the note below, which avoids the use of an 
accidental to contradict.it. Properly written it should appear as follows : 



No. 1. 



nsTo. 2. 



i 



l^0 M 



M? 



Reference to the intervals of the chromatic scale of E\^ (Chap. II, Section 18) 
shows that there is no Fjj: — augmented sepond — in it, but that, as in illustration 
No. 2, it should read Gr\^, 

The following diagrams will give the direct form and inversions of the minor 
ninths in both major and minor keys. 

MAJOR KEY. 



Minor 9th on the 

Dominant 

resolving on the ' 

root. 




Reso'ving on 
tae Sd. 



b5 6 
4 — 
3— 



b3 4 
2— 



b9J 

7- 



7— 
■6— 






Resolving on a 
chord having < 
another root. 



1 



b? 



5 



Minor 9th on the 
Chromatic Super- _ 
Tonic resolving ' 
on the root. 



6— 

4— 

b3 2 



7— 



#2- 



l27 6 
5 — 



J6- 
3— 



Resolving on 
the 3d. 



tr4 



7— 
6-^ 






b5?6 
4 — 
3— 



Resolving on a 
chord having ^ 
another root. 



54 



£2 



^l 
b 



«8 



Minor 9th on the 

Chromatic Tonic 

resolving - 

on thfe root. 



kt 



b7 6 

b5- 



6— 

[25 4 
123- 



6— 

4— 
bS 2 



Resolving on 
the 3d. 



I I?- 



7— 
h6- 



pXi/2 



b5 6 

4— 
b.3— ' 



h3 4 
2— 



Resolving on a 
chord having 
another root. 



■^5 

5 



b5 

h3 
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MINOR KEY. 





















H — 


h^ 


. h-^ 


^b^-=&r ^ ^ — 4--^^^^=f^ 


t-' 


,"■- □• 1 -r- [—"^^ 


— 1_ — 


'_!_ 1 L,. .._.! 1 


Minor 9th on the 

Dominant 

resolving on the " 

root. 




re- 

5 4 
3— 






6- 
3 2 




9 8 

7- 
1- 


6— 

2— 






7 6 
5- 


Resolving on 
the 3d. 




5^6 
4— 
3— 






3r4 
2 — 




?f 


7— 
6— 
4— 






Chapter 

XVIII, 

Section 

6. 


Resolving on a 
chord having ^ 
another root. 




^6 
5 
3 
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9 

7 

1 


6 






7 
6 
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Minor 9th on the ^g 
Chromatic Super- J L 
Tonic resolving ] ^^1 ^ 
on the root. ' ** ^ 




9 8 

7— 

^1= 


6— 

J2- 






7 6 
5— 

i- 






#6- 
5 4 
3- 






Resolving on J ^5~T 
the 3d. i IZ 




9# 
7— 

£5- 


7— 
6— 

|4- 
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536 
4— 
3- 






Resolving on a £6 
chord having -I J4 
another root. 3 




9 

7 

1 
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6 
5 
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Minor 9th on the , q o 
Chromatic Tonic J ^^ 
resolving ^ c' 
on the root. •'' 


r 


















6— 




Resolving on J |^9 t] 
the 3d. 1 b7— 


7— 
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4— 
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2— 




Resolving on a , q 
chord having -l '^ 
another root. e' 


B 






b5 






is 






g 





A diagram of the major ninth is omitted, as the figuring is much the same as 
the above, there being the omission of the character of depression that made the 
minor ninth. 

The figuring of the root proceeding to the seventh (8 T) when the ninth pro- 
ceeds to the root, etc., is also omitted. 



CHAPTER XIX. 



ELEVENTH GIST THE DOMUSTANT 

1. The interval of the eleventh may be added, without preparation, to the 
chord of the major or minor ninth. 

2. There are two resolutions of the eleventh on the Dominant. 
1st. It may resolve while the rest of the chord remains. 

a. To the third of the chord of which it is the eleventh. 



i 



i&: 



g^^ll 



S 



i 



b. To the fifth of the chord of which it is the eleventh. 

\ ^- 



1=^1 



=^ 



gh 



m 



2d. It may resolve to a chord having another root. 

-I 1- 



-fi -I 1 rril—A 1- 



£E 



BE SOLVED TTPOW THE THHtD, 

3. If the eleventh resolves upon the third, the third should not be sounded 
together with the eleventh. 

4. In the resolution upon the third there is the direct form of the chord and 
four inversions, founded on the fifth, seventh, nint'i and eleventh. 

A- 



:s=E#^JEiEJE 



^^^^^^^^^^^^^M 



-Vi 



^ 



F 



^ 



1st. 5th. 7tli. 9th. lith. 
Note.— See Chap. XIX, Section 14. 
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Add soprano, alto and tenor to the following figured exercises, containing the 
resolution of the eleventh upon the third of the same chord. 



No. 1. 



pite 



±=pZ 



^1 



65 J 
43 



113 

tj9 8 



6 |j6. j;6 



65 
43 



7 
3 



7 
#5 
3 



PS* 



#=*= 



7 



ISTo. 2. 



t9 3 

7— 



4 6 
3 5 



JJ6 6 #6 ii7 
4 4 

2 3 



7- tt7 
5— 



:^- 



m 



#5 11 f 3 
# t9 8 

ti7 — 



6 4 

5 3 

3 



-^ 



RE80LVED ON THE FIFTH, 

5. If the eleventh resolves upon the fifth, the fifth should not be sounded 
together with the eleventh, except in one instance, in which the fifth proceeds to 
the root when the ninth and eleventh ascend to the fifth and third. 



mM 



tSEd 



6. It is very rare that the third is found sounded with the eleventh. 

T. In the resolution upon the fifth there is the direct form and two inversions, 
founded on the seventh and ninth ; also, when the fifth is the base (Chap. XIX, 
Section 5). 



i^P^ 



£ 



000^^- 



It 



8. It is common for the ninth to rise to the third when the eleventh rises to 
the fifth; in which case the third and fifth are omitted, and the root and seventh 
complete the harmony. (See preceding illustration.) 

9. When the eleventh and ninth proceed to the fifth and third, the root may 
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be doubled ; one taking the place of the seventh, and proceeding to the seventh 
when the eleventh and ninth resolve to the fifth and third. 




-#.#-i*^ 



m 



Add soprano, alto and tenor to the following figured exercises , containing the 
resolution of the eleventh upon the fifth of the same chord. 



No. 1. 



#= 



!p 



115 
93 

7— 



i* 



7 
I 

K-o. 2. 



Sebi 



6 

t5 



56 
34 
2— 



65 
43 



h 115 

t;9 3 

87 



7 
3 



■-:t 



11 

9 

8 



7 6 

7 6 

S 3 



fl 11 



5 
3 

k7 



RESOLVED OJ^A CHORD DERIVED FROM ANOTHER ROOT. 

10. If the eleventh be resolved upon a chord derived from another root, the 
resolution will be upon the chord of the Tonic or a Super-Tonic discord. 

11. In this form of the chord the root can only be sounded in the bass ; the 
third is omitted, and the fifth must not descend to that note in the following chord 
which was the eleventh in this (^. e.,no two notes next to each other, in alphabetical 
order, may proceed by oblique motion to an eighth or unison). 

12. There is the direct form and four inversions in this resolution of the 
eleventh, founded on the first, fifth, seventh, minor ninth and eleventh. 



i 



:fc|=::M=i5 



^ 



1 



\H 



IP 



1st. 5th. 7th. 
Note.— See Chap. XIX, Section 14. 
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Add soprano, alto and tenor to the following figured exercises, containing the 
resolution of the eleventh to a chord derived from another root. 



No. 1. 



S^ 



-G'- 



=^=12^ 



11 



11 



5 

b3 
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i^zipk^l^s 
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-^-^T- 



fl6 

£4 



5 
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b7 
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4 
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5 |25 
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5 

b3 
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4 5 
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7 6 5 7 7- 
3 4 3 5- 

3 3- 



No. 2. 
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£5 11- 

* I?- 



6 11 7 6 tl7 
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^=^^ 
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-#.- 
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j^g^ asjEEfe-^ 
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;f^ 



si-™^^ 
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iJ4 
3 



4 7— 



1 3. Attention is called to the inversion of the Dominant eleventh when the 
seventh appears in the bass. 



I 

f^ ^ 



This form of the chord, in some works, is referred to as the added sixth chord, 
the chord appearing as the Sub-Dominant with the interval of the sixth from its 
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root added. If the student will examine the chord in Chap. XY, Section 10, he 
will find the same combination of tones as in the present illustration. The 
characteristic of the present combination is that the discordant tone C enters 
without preparation, which classes it among fundamental discords. As fundamental 
discords are founded on a major common chord (Chap. XYII, Section 4), by applying 
the rule in Chap. XYIII, Section 33, the chord will have as its root G, and is the 
eleventh on the Dominant. 



14. When the root and third are omitted in a chord of the eleventh, the seventh 
is not discordant, and is free in its progressions. 

Note.— The chord of the eleventh, if derived from any other root than the Dominant, cannot 
be satisfactorily resolved within the key. 



REMARKS. 



REMARKS. 



CHAPTER XX. 

CHORDS OF THE THIRTEENTH 



DOMINANT MINOR THIRTEENTH 

1. A minor thirteenth may be added without preparation to the Dominant 
eleventh (Chap. XIX, Section 13). 

2. The root and third are frequently taken instead of the ninth and eleventh, 
and in such cases the seventh is olten omitted. 



(i 



^h 



3. There are two resolutions of the minor thirteenth on the Dominant. 
1st. It may resolve while the rest of the chord remains. 
a. To the fifth letter of the chord. 



i 



--1- 



6. To the seventh letter of the chord. 



i 



I 



2d. It may resolve upon a chord having another root, 




4. If resolved while the rest of the chord remains, the minor thirteenth on 
the Dominant can only be employed in the minor key. 
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5. If the thirteenth resolves upon the fifth, the fifth must not be sounded 
together with the tairtee nth. 

6. If the root is doubled hj the omission of the seventh, then it must proceed 
to the seventh when the thirteenth resolves upon the fifth. 



:^ 



-^ 



m 



\- 



zt: 



T. If the root and fifth are omitted, the Dominant minor thirteenth 
as a chord of the seventh on the Sub-Dominant. 




—I — 



Add soprano, alto and tenor to the following figured exercise, containing the 
resolution of the Dominant minor thirteenth upon the fifth letter of the chordJ 




8. If the thirteenth resolves upon the seventh, the seventh must not be sounded 
together with the thirteenth. 

Add soprano, alto and tenor to the following figured exercise, containing the 
resolution of the thirteenth upon the seventh. 




RESOLVED ON A CHOBD HAYING AJSTOTHEB ROOT, 

9. The chord of the minor thirteenth on the Dominant is resolved upon the 
chord of the key-note in both major and minor keys. 

a. It may remain to be the minor third of the following chord, when the 
seventh may not be sounded together with the thirteenth (Chap. lY, 
Section 18). 
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b. It may rise a chromatic semitone to the major third of the following 
chord. 



$mm 



In the last illustration the minor thirteenth is often written as the augmented 
fifth of the first chord, which is incorrect. (See " Chromatic Scale," Chap. II, 
Section 18.) 



mm 



i!= 



10. Where the minor thirteenth resolves upon a chord having another root, it 
may be accompanied with the root and third alone. 



I 
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SsE 



gife^, 



&z 



11. Where the minor thirteenth appears in the bass, it may be accompanied 
by the root, third and fifth. 



mm 



m=i^F 



ib?- 



12. In the major key the minor thirteenth may be accompanied with the root, 
third and seventh, in which case the thirteenth musb be sounded above the seventh 
(Chap. XX, Section 8). 



i 



§1 



-Jet- 



Attention is called to the incorrect notation of this illustration. 
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13. The minor thirteenth may be iaccompanied by the minor or major ninth. 

14. The minor thirteenth may leap a third to the root of the following chord, 
if this chord be minor. 



^^m 



ite 



Add soprano, alto and tenor to the following figured exercises, containing the 
resolution of the minor thirteenth upon a chord having another root. 



MINOR KEY. 



No. 1. 



-ft—0- 



^—^ — -^ r- 



13 



:q=#= 



-0—^ 



f6 


65 


7 


6 j;6 


4 ■ 


4# 


#5 


4 


3 




3 


3 



=r 



--P-- 



-0 — 0- 



9 8 
7 

« 



1=^ 



i 



-^~ 



3 



4 #4 
3 



3 2 



6 98 

4 7- 



MAJOR KEY. 



ISTo. 2. 



m 



1-3E 



-(2 122- 



:Mzi=zlzz 



_(2 ^ 



t!i3(i:5) 

8 
3 



7 
3 



«7- 
5- 



3 til3(J5) 



6 56 
4— 
3— 



Pg 



=i=i= 



5EiE 



1 



6 


6 


t]6 


6 


4 


6 6 6 


#6 


fl6 


4 


4 


4 




3 


#4 5 — 


3 


3 




t;2(S8) 


2 






fl3(jt2) 3 


3 


3 



6 ' tl7- 

4 5- 

3- 



Write an original composition illustrating the use of the minor thirteenth. 

DOMINANT MAJOR THIRTEENTH, 

15. A major thirteenth on the Dominant may be taken without preparation 
in the major hey only. 



16. The major thirteenth may resolve like the minor thirteenth, upon the fifth 
or seventh letter of the same chord, or upon a chord having another root (Chap. XX, 
Section 3). 

IT. When the major thirteei^th -resolves upon the chord of the key-note, the 
thirteenth must leap a third to the fopl of the folloiiying chord. 
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REMARKS. 
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^^ 



I I 



ih 



Add soprano, alto and tenor to the following figured exercise, containing the 
resolution of the major thirteenth. 



il 



A=?i= 



:p=^ 



13 5 


6 1^7 


7 


7 7 


4 5 


5 


3 3 


4 


3 



9 3 
6 6 
4 4 



7 6 
4 4 
2 2 



6 13 



5 

8 7 
3 3 



Write an original composition illustrating the use of the major thirteenth. 
THE SUPER-TONIG MINOB THIRTEENTH. 

18. A chord of the minor thirteenth on the Super-Tonic may be taken without 
preparation in both the major and minor keys, and consists of the chord of the 
major or minor ninth, with the minor thirteenth added. 

19. Any of the notes, except the thirteenth and third, may be omitted. 
The thirteenth in this chord is rarely resolved while the rest of the chord 



The resolution of this chord is upon a Dominant discord or upon a Tonic 



20. 
remains, 

21. 
discord. 

22. If resolved upon a Dominant discord, the minor thirteenth rises a chromatic 
semitone to the third of the following chord, in which case the seventh must be 
omitted. Its resolution would double the leading-note. The fifth and ninth are not 
desirable in the combination. 



%E^%^^^ 



23. If the chord resolves upon a Tonic discord, the thirteenth remains to be 
the seventh of that chord. 



i 



^ 



» 



M 



^ 



n-^ 



feT 



4 

l23 



b5 



Add soprano, alto and tenor to the following figured exercise, giving the 
resolution of the chromatic Super-Tonic minor thirteenth. 



i: 



iip 



^ — #- 



^- 



z±r^ 



.fel3(#5)J]3 



6 6 7 
5 4 5 



6 b7 b7 
4 14 6 



b5(«4) 

b 
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?:r 



:b#: 



6 

52 



^EEiE^EE^ 



n= 



^3^ 



2 



6 [2l3(+^5) br 



(26 tl6 
4 



t4 6 bl3(j5) h7 



Write an original composition illustrating the use of the Super-Tonic minor 
thirteenth. 

THE TONIC l^imOIt THIBTEENTH, 

24. A chord of the minor thirteenth on the Tonic may be taken without 
prepai'iition in both the major and minor keys. 

25. This chord consists of the minor or major ninth, with the minor thirteenth 
added. 

2G. The thirteenth may resolve on the fifth or seventh of the same chord, as 
in the case of the Dominant thirteenth (Cliap. XX, Sections 1 to 8). 



ifcizl^ 



ikiE 



~\^- 



-t 

Add soprano, alto and tenor to the following figured exercises, containing the 
resolution of the minor thirteenth on the Tonic to the fifth or seventh of the same 
chord. '^ -^ -^ 

]Vjo. 1. 



^- W- 



13 

7 



#4 



3 3 3 



7 6 

£4 4 

2 2 



Iflit 



§ifc 



13 

7 
% 



% 



_tf_^^_ 



13 

% 



l^I^Ei 



-^_^_^_ 



:^=^ 



-^ 



-,2-__ 



6 ^3 



3 



6 6 «4 

|5 5 2 
|4 3 



iSte 



:i?i 



2 



:^_^i 



16 

"4 

2 



f^ 



$•6 6 6 -^13 ^7 
:g5 5 '3 3 



^E^iEi^^ 



-^ ^ 0- 



_(2«_ 



5- 
3~^ 



|4 £5 



6 5 «6 
6 4 4 
# 3 



6 11 5 
4 9 3 

7 7 



2Y. The minor thirteenth on the^- Tonic may resolve upon a chord having 
another root, in which case the resolution is upon a Dominant discord, or upon a 
Super-Tonic discord. 

28. If resolved upon a Dominant discord, the thirteenth falls a second to the 
root of the following chord, 



:i 



42«I 



e^^efjeJ 



(i^^iii 
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pzz:^— ^=^ 



--Hz 



m 






or rises a chromatic semitone to the major ninth of the following chord, provided 
the seventh is not sounded together with the thirteenth (Chap. XIY, Section 6). 




29. If resolved upon a Super-Tonic discord, the thirteenth must rise a 
chromatic semitone to the fifth of the following chord. 

KoTE.— The minor thirteenth is often written as the augmented fifth from the root. 



l-fl : 


1 




_^. ..-...,1 


or 
^ ■*• ■« 




'-#^ 








Add soprano, alto and tenor to the following figured exercises, containing the 
resolutions of the minor thirteenth on the Tonic to a chord having another root. 
ISTo. 1. 



i£EeE 



-0 — 0- 



i 



13 9 

I I- 



11 



-«9— ^- 



13 



9 8 



i^E^^z 



6 f4 
4 3 



4 76 
2 f 5 3 
4 



7 

f4 



^^^^^^1 



:_p — f— S*- 



No. 2. 



6 J5 J6 7 
4 5 



6 #4 7 

4 2 |5 

4 



-G- 



[?6 



f5 



i;2 



_i« — ^_ 



H^^ 



- ^-^-<y - 



fel3 7 6 
3 5 5 



bl3 |7- 
3 5- 



hl3- 



¥^ 



PP 



|7 S6 7 
5 4 3 



^^. 



'#-^- 



4#^-# 



£5- 



P 



:q=:=P 



-jtzMzz^—h 






:rzzp: 



-^ — — 0- 



J l5 6 |5 



3 5 



6 6 5 
b4 4 3 
h3 6 



1.1 



6 5 
4 3 



i-^-0-i- 



m 



bl3 £7 S6 #6 7 

3 5 5 4 

I 3 



Write an original composition illustrating the use of the minor thirteenth on 
the Tonic. 

TRE TONIC MAJOR THIRTEENTH, 

30. A chord of the major thirteenth on the Tonic may be taken without 
preparation, but in the major hey only. 
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31. This chord consists of the minor or major ninth, with the mnjor thirteenth 
added. 

32. The major thirteenth may resolve on the fifth or seventh of the same chord, 
as in the case of the minor thirteenth (Chap. XX, Section 25). 

33. If resolved on a chord having another root, the major thirteenth resolves 
npon a Dominant discord. The major thirteenth may fall a second to the root of 
the following chord, 



I 



^EE^ 



9± 



-1?^— u, 



^ 



or fall a chromatic semitone to the minor ninth of the following chord. 



fc^M 



:-^P-tte- 



or remain to be the major ninth of the following chord. 



3=^ 



(1^ 



fe^— fe 



1= 



Add soprano, alto and tenor to the following figured exercises, containing the 
various resolutions of the major thirteenth on the Tonic* 
No. 1. 



-i2~-^-Ft 



-b^ 



1^— /•— ^ 



^EE 



-J — \^ 



lirrp: 



:±ijt:zM: 



-sh 



13 6 £6 
bT T 4 
8 3 3 



t| 



43 



7 6 6 7 6 
4 4 5 5 5 

b3 3 tl 



6 7 
k3 



^ •- ^^ g — ^g 



31 



6 
2 

No. 2. 



6 re 

4 4 
2 3 



bT 9 

5 tP 

4 



7 

t3 



13 
5 
3 



8 



-fe^ 



n^* 



§±E 



13 t;6 

b7 4 
3 3 



6 £4 
[5 3 
4 



^I 



9'— ^6^-^g 



4-fe — ^^-- --^-— wi~ -^g — ^. 



2 



5 



fe6 138 
2 3 



'I 

3 



6 9b3i-3 3 
6 6 6 6 7 

4b5fl5 5 



Write an original composition illustrating the use of the major thirteenth on 
the Tonic. 
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1. Two augmented sixths may be taken in either a major or minor key without 
preparation: One on the minor sixth of the key and the other on the minor second 
of the key. 



( 



^#^-- 



2. This combination, which is termed by some writers a double-root chord, 
consists in the case of the augmented interval on the minor sixth of the key, of the 
minor ninth on the Dominant, 






with the major third and seventh of the chromatic Super-Tonic. 



^- 



To this combination the root or minor ninth of the chromatic Supersonic may 
be added. 




=#i= 



m 



-^->t- 



3. The resolution of this chord is upon the common chord of the Dominant or 
its first inversion ; 



p=#Lil#^:=5EyiEE^El|J 



b^ ^ 



^ =^-= ^^ z^z=At=::^-_ 



z\r- 



the common chord of the keynote or one of its inversions \ 

A i- 
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an inversion of the dominant minor ninta; 

/l-G 1 ^— r U 



fey=-^^iJEifej_^ 



■^t-J^i 



kt=^^=M-^^ 



T^m 



or upon a Super-Tonic discord 

_1 \. 



i 1- 



=fi-=^^^d^-E^J^^^ 



PH^^^^ 



kn 



■M 



^ 



4. The resolutions upon the Dominant or Tonic chord, are those most 
frequently used. 

5. The two notes which form the interval of the augmented sixth must never 
proceed in similar motion with each other. 



I'-'^l II i I If 



2 



6. All the notes of this compound chord proceed according to the rules for the 

treatment of the two chords. The minor ninth of the Dominant, which is the lower 

^note of tlie augmented interval observes all its characteristic progressions (Chap. 

33ir. Section d-. ), and the tones in the chromatic Super-Tonic chord the rules for 

the treatment of that chord. 

1. It is rare that the tones which form the augmented sixth are inverted. The 
other notes of the chord may be placed in any position, which gives the following 
inversions of the chord. 



fefe^^l=E#E=|kiy^ferslEM^ 






-h 






^ 



^ 



* * a: 

Add soprano, alto and tenor to the following figured exercises containing the 
resolutions of the augmented sixth founded on the minor sixth of the key :— ^ 
ITo. 1. 



t6 6 ^4 6 16 ±6 fl 6 t6 



6 p 
4 



6 £4 6 £6 

4 2 



'I 
3 



§^S^ 



& 



i~5z: 



5 
3 






£4 6 tfi 



^6- tl 
54 
3— 



i 



■~fS — &- 



6 ja 
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#_p_ 



.#-^- 



Ei=t?^ 



_^_^_ 



f6 
8 



^•6 6 4 
3 4 3 



-^^— #-^# 



f6 
4 . 
3 



f6 6 t;7 

4 4 3 
3 



■^. 



-^— #"- 



_^_/i_ 



f6- 
b5- 



t;6 5 

43 



P- 



3- 



4 


#6 S6 


to 4 6 . 


$6 6 £7 


2 


4 b5 
3 3 


4 2 


3 4 3 



ITo. 3. 



r|2-Z5-: 



:ir-qi 



S--^ 



;e^ 



-^— ^ 



_^_^_ 



S4 



6 tl 



^^3 



fee 7- 



-8 4 3 



3 



6 #6 
3 



». 



E£E 



-i«— 



1t6 


6 


t34 


6 


k 


P 


£6 


1 


— 


5 


4 


4 


2 


5 




5 


^^ 


a 


— 


3 


3 


3 








3 











]sro. 4. 



^"^ 



V— fl#— k^— i:?^-- r-4^ 

— i T ^ r ^ — 



ilEE^t3fEES^ 



:^-= 



b5 



6 6 

5 4 

3 J2 



b7 i;6 

5 4 



^1 



*5 ^J 

4 2 

3 



ilEEE 



:^=_-i' 



S6 66 

feS 4 

3 



*! 



b5 
3 



re 

4 



57 
3 



8. The student's attention is called to what are termed the " French Sixth," 
" Italian Sixth," and "German Sixth ;" also the "American Sixth/' which is referred 
to in Palmer's Theory of Music, but which is not different from the German, except 
that the minor ninth on the chromatic Super-Tonic is incorrectly written. (See 
" Chromatic-Scale," Chap. II, Section 18). 

French sixth. Italian sixth. German sixth. American sixth. 



1 1- 



^^ 



^m ( 



^^ ' 



* 



4^fc 



^ 



.fejj!£ 



^ 



p ^za^jj 



*6 
k5 



9. A chord of the augmented sixth may also be taken without preparation on 
the minor second of both major and minor key. 



p=^l=|=§=^|J 



9^=^^ 



1=?-^ 
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10. The use of this chord is more rare than that built on the minor sixth of 
a key. . . 

11. This double-root chord consists of the minor ninth on the Tonic 



i 
with the third and seventh of the Dominant. 



1^ 



-J=; 



To this combination the root or minor third of the Dominant may be added. 

1^ 



p::=^= 



=^t= 



=^= 



12. The progression of the tones in this chord is similar to that of the corre- 
spending tones in the augmented Sixth on the minor sixth of the key. 



di 



^^^ 



: ^- 



§i=^=z=^: 



-^ — ^- 



=^= 



IS. In the minor key the progression of the chord is restricted, that it may 
not be resolved on the common chord of the kej'-note. The following are its 
progressions in a minor key. - '■ 



fcbr=^S 



|-— V- 



=^=i 



¥'- 



is^HE^ 



§ife=^=sS =f[ =g=;=S^^=^-g ^ 



Add soprano, alto and tenor to the following figured exercises containing the 
resolutions of the augmented sixth chord on the minor second of a key. 

ITo. 1. 



'-m 



-^ — ^ — ^-=^ 



:^i- 



-^ — ^ — ^- 



A- 



-d—9 



5 6 t;5 6 ^6 6 

3 3 4 4 4 

3 3 



7 4 

5 7 

5 



^4 i.7 5 

2 i;5 3 



'4 4 

3 3 



91^1 



m 



«i 



b8 & 

5 



i?6 

5 
3 



'I 

3 



K 
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ip:: 



~r 



1^ 



-k 



w=.r-± 



4 7 3 f6 6 
2 5 6 3 4 

b4 3 



4 

b3 



J2- 



=^- 



dzizE: 



_^_^_ 



-j^^- 



1^ 



|25 4 
3— 



f =^r =? ^i > --=f=P=pfa:^ =! 



r-V&'—n V 



8 



# 0- 

tl6 13 5 

4 9 3 

8 7 
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![:=[:: 



^^ 



J6 i;6 6 

b5 4 4 

3 3 



i::^! 



6 


*s 


6 


fr7 


^ 


5 


6 


6 


6 


#6 


j(6 


4 


3 


4 


5 


4 


3 




f. 


£4 
2 


4 
3 


3 



Tiie student desiring further study in chromatic writing as exemplified in the 
preceding chapters, will find pleasure in examining the writings of the representatives 
of the Romantic School — as Mendelssohn, Schubert, Schumann, and others. The 
oratorios, cantatas, etc., of Spohr are especially recommended as illustrating the 
free or modern harmon}^ Analysis is very valuable, as it is the only way of comparing 
one's criticisms. 

K B.— 1st. What key? 

2d. True names of notes in the chromatic scale of that key. 
3d. Which root, tonic, super-tonic or dominant of the discord ? 

By observing these points the student will not find himself disappointed, however 
complex the situation. 



CHAPTE R XXII. 

MODULATION. 

1. Modulation is the moving from one key to another; a modulation is said to 
have taken place when a major chord other than the Dominant (or a chord of the 
seventh other than the Dominant seventh) is followed by a major or minor chord 
whose root is a perfect fourth above; or a minor chord, whose root is a major second 
above — in the latter case the modulation is to the relative minor of a chord whose 
root is a fourth above. 



* 



^. 



-^^w^ 



>'^»- 



Modulations are referred to by some authors as one degree forward^ when the 
new key contains one sharp more or one flat less than the previous key, 






I i 



and one degree backward when the new key contains one sharp less or one flat more 
than the previous key, * 



S 



I 



I 



:&- 



r 



I 



two degrees forward when the new key contains two sharps more or two flats less 
than the previous key ; and two degrees backward when the new key contains two 
sharps less or two flats more than the previous key. A key is said to have moved as 
many degrees forward or backward as there are additions to the new signature over 
the old. 

2. A modulation may be effected by the chromatic elevation of the fourth of 
a ke}^, which tone may become the leading tone of a key. 



i 



:f: 



-A- 



'^ 






5: T ,1/ 



(las) 
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3. A modulation may be effected by the chromatic depression of the leading 
tone of a key, which tone may become the minor seventh of a Dominant harmony. 






i 



i-- 



^ 



w=^ 



--t 



^JL—Sr 



Write an exercise in allthe keys, modulating by means of the observation in 
Section 2. 

Write an exercise in all the keys, modulating by means of the observation in 
Section 3. 

Write an exercise in all the keys, modulating by means of the observation in 
Section 2, and returning again to the original key by means of the observation in 
Section 3. 

Write an exercise in all the keys, modulating by means of the observation in 
Section 3, and returning again to the original key by means of the observation in 
Section 2. 

4. There are three tones in a major key that may be raised a chromatic semi- 
tone and each appear as a leading tone ; namely the first, fourth and fifth tones of a 
scale. 



^E^^: |iij=^=^ |e-=|E^E^ 



Great care should be taken to avoid abruptness, and this can be effected through 
the use of the various inversions of a chord (Chap. YI, Section 19). 



^ 



■i^^^^Ei^i^^ 



* 



^iiiiz^ 



#— #- 



« 



*; 



i 



(s 



fcij= 



m^ 






-\- 



Eg 



If- 



m 



Write an exercise in all the keys, making a modulation by means of the raised 
Tonic as referred to in Section 4. 

Write an exercise in all the keys, making a modulation by means of the raised 
Dominant as referred to in Section 4. 

5. In a major key there are three major chords (Chap. Ill, Section 8), Tonic, 
Dominant, and Sub-Dominant, and three chromatic major chords — chromatic Super- 
Tonic, chromatic minor sixth, chromatic minor second (Chap. XYI, Sections 9 to 14) ; 
any one of these chords may be considered as the Tonic, Dominant, Sub-Dominant, 
chromatic Super-Tonic chord (Chap. XYI, Sections 4 and 9), or a major chord on 
the minor sixth (Chap. XYI, Section 12), 
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The following illustrations will show the Tonic treated as a Dominant harmony : 



:*3E 



_l_. 



m 



mi 



_^_^_^_u_^ 



m 



:=]- 



t. 



_5_5. 



33= 



-^^*- 






as a Sub-Dominant harmony : 



m 



ziL3z 



4l 



-^ 



^3= 



* 



-JtM-iz 



4^= 



-^»- 



-^»- 



^^E=^; 






1^ 



as a chromatic Super-Tonic harmony ; 



I 



♦ 



P= 



*E3: 



:fe 



E?=3£ 



2?=^: 



j -^- 



P^ 



■ji-i-^- 



^^•- 



It*= 



-b^^,' fe 



S= 



as a chromatic chord on the minor sixth : 



* 



iE^Etfe=i33= 



,_j_j___,. 



=^^^ 



»E 



iL=E 



ag* 



-fe^-t^ 



fc 



iMizfi 



fe 



as a chromatic chord on the minor second : 



(I 



* 



^^: 



ii^-=t 



w. 



^:^ 



ii LlJt 



.j_a-= — I — «- 
1 -»* -» 



-.— *- 



"JKfl 



Ji3- 






1^=2-- 



r 



Write an exercise in all the keys, treating the Tonic chord of each key as a 
Dominant harmony, and complete the modulation into the key in which it would be 
the Dominant. 
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Write an exercise in all the keys, treating the Tonic chord of each key as a 
ab-Dominant harmony, and complete the modulation into the key in which it would 
be the Sub-Dominant. 

Write an exercise in all the keys, treating the Tonic chord of each key as a 
chromatic Super-Tonic chord, and complete the modulation into the key in which it 
would be the chromatic Super-Tonic. 

Write an exercise in all the keys, treating the Tonic chord of each key as a 
major chord on the minor sixth of a key, and complete the modulation into the key 
in which it would be the minor sixth chord. 

Write an exercise in all the keys, treating the Tonic chord of each key as a 
major chord on the minor second of a key, and complete the modulation into the 
key in which it would be the minor second. 

Treat the Dominant chord of every key, 

1st, as a Tonic chord. 

2d, as a Sub-Dominant chord. 

3d, as a chromatic Super-Tonic chord. 

4th, as a minor sixth chord. 

5th, as a minor second chord, 

and proceed as in the cases of the Tonic chord. 

Treat the Sub-Dominant chord of every key, 

1st, as a Tonic chord. 

2d, as a Dominant chord. 

3d, as a chromatic Super-Tonic chord. 

4th, as a minor sixth chord. 

6th, as a minor second chord, 

and proceed as in the Tonic chord. 

Treat the chromatic Super-Tonic chord of every key, 

1st, as a Tonic chord. 
2d, as a Dominant chord. 
3d, as a Sub-Dominant chord. 
4th, as a minor sixth chord. 
5th, as a minor second chord, 

and proceed as in the Tonic chord. 

Treat the chromatic chord on the minor sixth of every key, 

1st, as a Tonic chord. 

2d, as a Dominant chord. 

3d, as a Sub-Dominant chord. 

4th, as a chromatic Super-Tonic chord, 

6th, as a minor second chord, 

and proceed as in the Tonic chord. 
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Treat the chromatic chord on the minor second of every key, 

1st, as a Tonic chord. 

2d, as a Dominant chord. 

3d, as a Sub-Dominant chord. 

4th, as a chromatic Super-Tonic chord. 

5th, as a minor sixth chord, 

and proceed as in the Tonic chord. 

6. There are two minor chords in a major key (Chap. Ill, Section 8), Super-Tonic 
and Sub-Mediant (see Chap. Y , Section 4), and a chromatic minor chord on the Sub- 
Dominant (Chap. XVI, Section 14). Any minor chord in a key may be treated as 
Super-Tonic, Sub-Mediant, or chromatic minor Sub-Dominant. 

The following illustrations will show the Sub-Mediant chord treated as Sub- 
Mediant : 
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as Super-Tonic harmony : 
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as chromatic Sub-Dominant harmony : 




Write an exercise in all the keys, and treat the Sub-Mediant chord of each key, 

1st, as a Super-Tonic chord. 

2d, as a chromatic Sub-Dominant chord. 



Write an exercise in all the keys, and treat the Super-Tonic chord of each key, 

1st, as a Sub-Mediant chord. 
^ 2d^ as a chromatic Sub-Dominant chord. 
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Write an exercise in all the kej-s, and treat the chromatic Sub-Dominant chord 
of each key, 

1st, as a Sub-Mediant chord. 

2d, as a Super-Tonic chord. 

7. Chords that are major may be trade minor by lowering the third a chromatic 
half-step, and they can then be treated as Sub-Mediant, Super-Tonic, or chromatic 
Sub-Dominant, and progress accordingly. 
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Take the various major chords in a key — chromatic and otherwise — reduce them 
to minor chords, and treat each one as a Sub-Mediant, Super-Tonic or chromatic 
Sub-Dominant, and progress accordingly. 

8. The resolutions of the fundamental discords that have been described, may 
proceed to some chord out of the key, and so be resolved in a different key from 
that in which it is approached, provided the several tones make their proper 
progression. 

The third must rise a second, or remain, or fall a chromatic semitone. 
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The seventh must fall a second, or remain, or rise a chromatic semitone. 
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The minor ninth must fall a second, or remain, or rise a chromatic semitone. 
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The major ninth must fall a second, or remain, or fall a chromatic semitone. 



i^-3#^^^1^%^li^^^ii^ 



^t 



1=Z3t 



^=tZ=*= 



^l^^l^ 



The eleventh must remain. 
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The minor thirteenth must fall a second, or remain, or rise a chromatic semitone. 
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The major thirteenth must fall a second, or remain, or fall a chromatic semitone. 
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Write original exercises. Introducing- the various fundamental discords in 
modulation. 



9. Modulation may be made from a key with flat^ po a key with sharps, or the 
reverse, by the enharmonic change^ of notation. 
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10. The inversions of the minor ninth in which the root must be omitted, 
may, according to the notation, belong to either of four roots. 
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11. As there are three chords in a key to which minor ninths may be added, 
and each one of them by an enharmonic change appearing as having four different 
roots, we then induce a modulation to twelve different keys. 

12. Each of these four roots may be considered as a Dominant, Super-Tonic or 
Tonic harmony, and may so belong to each of three major or minor keys. 

Write an exercise in every key, introducing the inversions of the minor ninth 
on the Dominant, with the change of roots through an enharmonic change, and have 
each appear, 

1st, as a Dominant discord. 

2d, as a Super-Tonic discord. 

3d, as a Tonic discord. 

Write an exercise in every key, introducing the inversions of the minor ninth 
on the Super-Tonic, with the change of roots through enharmonic change, and have 
each appear, 

1st, as a Dominant discord. 
2d, as a Super-Tonic discord. 
3d, as a Tonic discord. 

Write an exercise in every key, introducing the inversions of the minor ninth 
on the Tonic, with the change of roots through an enharmonic change, and have each 
appear, 

1st, as a Dominant discord. 
2d, as a Super-Tonic discord. 
3d, as a Tonic discord. 

13. By the enharmonic change of notation, a minor seventh chord may appear 
as an augmented sixth chord, and be treated as founded on the minor second, or 
minor sixth of a key (Chap. XXI, Section 1). As there are three major chords to 
which a minor seventh may be added (Dominant seventh, chromatic Super-Toni^ 
seventh, and Tonic seventh), there would be an opportunity througli an enharmonic 
change for three augmented sixth chords to be used in modulation. 
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Write an exercise in all the keys, introducing the Dominant seventh chord, and 
by means of the enharmonic change treat it, 

1st, as an augmented sixth chord on the minor sixth of a key. 
2d, as an augmented sixth chord on the minor second of a ke3\ 

Write an exercise in all the keys, introducing the chromatic Super-Tonic chord 
of -the seventh, and by means of the enharmonic change treat it, 

1st, as an augmented sixth chord on the minor sixth of a key. 
2d, as an augmented sixth chord on the minor second of a key. 

Write an exercise in all the keys, introducing the chromatic chord of the 
seventh on the Tonic, and by means of the enharmonic change treat it, 

1st, as an augmented sixth chord on the minor sixth of a key, 
2d, as an augmented sixth chord on the minor second of a key. 

14. Abrupt modulations are softened by introducing a unison passage, 
characteristic of the new key, or the repetition of a tone belonging to a chord that 
shall follow related to the new key. 

Wo. 1. 
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Write an exercise introducing modulations througli tlie use of ii;:Ioon passages. 

" 15. If a tone in a unison passage appears in repetition, or is prolonged, it mav 
remain to be the root, third, fifth, seventh, minor ninth, major ninth, eleventli, 
minor thirteenth or major thirteenth of the chord that follows. 
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16. Any note of a fundamental discord may remain to be any other note of 
any other fundamental discord ; that is, the root of an unprepared chord of the 
seventh may remain to be the third, fifth, seventh, minor ninth, major ninth, 
eleventh, minor thirteenth or the major thirteenth of another chord, and the same 
is the case with the thii^d^ fifth-, seventh^ etc. 

Write an exercise in all the keys, letting each note of the three fundamental 
discords remain to be the third, fifth, seventh, etc., of other fundamental discords. 

1 1. Possibly many of the illustrations and suggestions regarding modulations, 
.etc., may seem abrupt or harsh, but as they are found in the works of the present 
day, they are given with the hopes that. the student will, through his education, 
know what to accept or reject. Since the days of Wagner the following progression 
of chords is to be met with, and others equally effective : 
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but by most authorities are considered objectionable or ignored entirely in their 
theoretical writings. 

MODULATION. 

MINOR KEY. 

18. In a minor key there are two major chords, the Dominant and Sub- 
Mediant; two minor chords, the Tonic and Sub-Dominant; two diminished chords, 
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the Super-Tonic and leading note (the last two named being Dominant harmonies 
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in inversion), and an augmented chord on the Mediant, which is an inversion of the 
Dominant minor thirteenth (Chap. Ill, Section 9). 
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10. In a minor key there are three chromatic chords : the chromatic Super- 
Tonic, chromatic Tonic, and a major common chord on the minor second of the 
key (Chap. XYI, Sections 4-7). 

20. The Sub-Dominant chord of a minor key is a minor chord, which should 
not be forgotten. 

21. Any major chord (diatonic or chromatic) may be made minor, and so 
become the Tonic or Sub-Dominant of a minor key. 

'22. Any major chord in a major key may be treated as the major chord on 
the Sub-Mediant of a minor key or a Dominant harmony. 

23. Any diminished chord or minor ninth chord in inversion may be treated 
as the Dominant harmonies of a minor key. 

24. It is. recommended that the minor sixth of the minor key modulated to, 
be introduced in some chord early, as its presence helps to thoroughly establish the 
new key in the mind of the hearer. 
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Write exercises in modulation from the observations in Sections 18 to 24, of 
this Chapter. 

' In conclusion the student is recommended to study under a teacher^ as many 
errors creep into progressions that an uneducated ear would not detect, and that an 
unmusical taste would accept. Analyze works of the greatest composers, beginning 
with the earlier writings, and so down through the diatonic school, with its ten- 
dencies toward a freer style, to the modern or chromatic works of the present day. 
It is possible for a person to become a harmonist without being able to play 
his exercises and other writings upon the piano or organ ; but the most successful 
teachers of harmony are those who play from score, and are able to play their own 
compositions, thus discovering crudeness in progressions and errors that only the 
ear would detect. 



THE END. 
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APPOGOIATURAS. 

Where passing notes, in the free style of writing, appear on the strongly accented 
parts of a measure, they are termed " appoggiaturas " or leaning notes. 
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An appoggiatura may be preceded by a passing note as the exceptional pro- 
gression in the diatonic style (Chap. XI, Section ^). 



i 



X^ ^^,_, ^*i!fH 



-^ 1^-<»- 



-^—jtiMz 



-^ **■- 



ifirz^ 



-9-0-^- 



-0-—0-^- 



i 



'ijf 



* 



IS 



,_^,_Ji3r 



* 



-•Tt; 



*fc 



=ss=Fri:=sr! 



R 



i 



s; '^" V *s. ^ 

Add a soprano, alto and tenor to the following figured exercises, introducing 
occasionally an appoggiatura. 
No. 1. 
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No. 2. 
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OR, THE 

Art of Playing Church Music, 

BY 

\VILLIAM H. DANA, 

President of Dana's Musical Institute, Warren, Ohio. 



THE TEACHER'S HELP. 

In the use of language, this work can be understood by the child nine years 
of age; and yet it contains the theoretical uses desired by the theorist or 
composer. 

THE SCHOLAR'S GUIDE. 

All that has made this study blinding and confusing to the scholar has been 
removed by using common English terms instead of classical. 

A LONG FELT WANT SUPPLIED. 

The volume is the beginning of a series of text books for class and private 
teaching, suggesting itself from the following resolution offered at a teachers' 
meeting : ''We must teach that which the pupil can understand ; all the faculties 
of the mind must he relatively developed, so as to produce an equilibrium. To 
teach thoroughly, we must give one idea at a time-we must teach pupils according 
to '\Hr ability to learn.'" 

LIBERAL DISCOUNT TO TEACHERS. 

Specimen Copies sent Post-Paid for $1.00, by addressing 

Dana's Musical Institute^ 

WARREN, 0H!0» 
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The ^rt of Fingering; 

OR, 

THE TECHNIC OF THE PIAK-Q-FORTE. 



ALOYS BTDEZ, 

Professor of Piano, Dafia's Musical Institute y Warren^ Ohio. 



Tn the united states there are not less than one hundred 
^ and fifteen thousaitd teachers of Piano and Organ, and out 
of that army of teachers there are hardly ten thousand of them 
who have any knowledge of the technic of the instrument; in 
other words, but very few of them can " finger a piece of music" 
from any knowledge or rules they may have, but they must sit at 
the instrument, and make a number of efforts at playing in order 
to find an easy way, which is as apt to be incorrect as it is to be 
right. This array of teachers gives instruction to not less than 
one jnillion pupils, who are not taught the technic or resources of 
the piano, but learn, generally by imitation, a number of compo- 
sitions of different grades, and this constitutes their knowledge of 
the piano. 

In order that the scholar's instruction shall be real, that the 
study of the piano shall not be presented to the pupil as a mere 
accomplishment, but as a refreshing study, this work has been 
written, and is presented to the teacher and student as a guide in 
the study of piano-playing— containing rules and observations 
on fingering chords, scales, arpeggios, and all forms of melodic 
construction. 

Specimen Copy, elegrantly bound in €lotb, sent post-paid for 
SIXTY CEXTS, toy addressing 

DAMS MUSICAL INSTITUTE, 
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_y TEACHER, 

J^OT AMATEUR, 
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CARL THORBAHN, 

Tiolin Teacher and Conductor of Orchestra, Dana's Musical Institute, Warren, Ohio. 



In the study of the Yiolin one great trouble has heen to find studies suitable 
for beginners, and that progressed from one degree of difficulty to another 
through graded technical exercises. We find the works of Spohr, Do ^eriot 
Alard, Oompagnoli, etc., fit studies for a professional player, ^^^^h^^J^^^^^^^^," 
amateur or scholar; that the wants of teachers and their pupils may be met, 
these graded studies have been offered to the public. 

These exercises consist of six books, and are in appearance like the various 
books of Czerny's exercises for piano, and in grade of difficulty are the same. 
The type is clear, and can be read with ease from a music-stand. 

BOOKS 1st, 2d and 3d, 
Consist of primary studies, velocity exercises in the^rsf 'position, and prepares 
the scholar for the second and third positions and their compound positions. 

BOOK 4tii 
Consists of studies and velocity exercises in the seconi and tUrd positions, and 
their compound positions. ^^^^^ ^ 

BOOK 5th 
Treats on the dlflTerent styles of bowing, double stops, broken chords (Arpeg- 
£;ios), and various styles of embellishment. 

BOOK Gtii 
Consists of exercises in the fourth and fifth positions on the shake, trill 
harmonics, etc. 



Price per Book, $1.00. 

Published bt 



Set of 6 Books, $5.00. 



Dana's Musical Institute, 

WARREN, OHIO. 



